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Introduction 


Previous  Editions 


"Le  charmant  po^te  que  Richard  de  Semilli!"  This  is  how  Alfred 
Jeanroy  described  our  poet.^  Richard  is  charming,  and  often  original 
and  inventive.  Complete  editions  of  both  his  poems  and  music  were 
published  around  the  turn  of  the  century.  But  these  editions,  and  most 
of  the  editions  of  individual  poems  that  have  been  published  since  that 
time,  do  not  present  these  works  as  they  were  known  in  the  Middle 
Ages,  that  is,  as  songs  in  which  the  words  and  melody  united  to  form 
a  single,  indivisible  entity.  This  edition  seeks  to  restore  the  songs,  in  a 
form  that  will  be  of  use  to  literary  scholars,  musicologists,  and 
performers,  so  that  they  can  be  enjoyed  as  they  were  so  many  centuries 
ago. 

Editions  of  the  Texts 

Steffens,  Georg.  "Der  kritische  Text  der  Gedichte  von  Richart  de 

Semilli." 
Jeanroy,  Alfred.  "Notes  sur  le  tournoiement  des  dames." 

The  only  edition  that  includes  most  of  Richard  de  Semilli's  poems  was 
done  by  Georg  Steffens.  This  edition  presents  the  ten  poems  attributed 
to  Richard  in  the  manuscripts,  and  it  includes  a  long  discussion  of  the 
filiation  of  the  five  manuscripts  (KNPVX).  The  transcription  of  each  of 
the  songs  is  based  on  one  manuscript,  with  the  exception  of  RS  868, 
where  Steffens  combined  the  rather  different  versions  of  two  manu- 
scripts. Unfortunately,  one  finds  a  fair  number  of  errors  in  these  texts, 
either  in  transcription,  punctuation,  or  typography:  A.  Jeaiu-oy  men- 
tions some  forty  such  errors  in  his  review  of  the  edition,^  cind  there 
are  about  thirty  more  in  the  variants.  Although  many  of  these  errors 
do  not  impede  one's  understanding  of  the  text,  others  are  rather  dis- 
concerting: amenee  for  ame  nee  (RS  22,  line  23),  mout  for  mont  (RS  538, 
line  2),  greve  for  gieue  (RS  533,  line  27),  ja  for  j'ai  (RS  538,  line  32), 


^  Jeanroy,  Review  440. 
^  Jeanroy,  Review  440-43. 
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among  others.  Jeanroy  also  criticized  this  edition  for  its  lack  of  notes 
and  commentary  on  the  texts,  the  language,  and  versification.  One 
might  add  that  there  is  neither  a  glossary  nor  any  reference  at  all  to  the 
music. 

Steffens's  edition  does  not  include  an  eleventh  poem,  RS  1044a,  that 
had  been  published  a  few  years  earlier  by  Jeanroy^  and  that  in  all 
probability  should  be  attributed  to  Richard  as  well  (see  the  section 
below  on  attribution).  This  poem,  one  of  the  rare  examples  of  the  genre 
called  the  "Tournoiement  des  dames,"  is  found  only  in  MS  X. 
Jeanroy' s  edition  of  this  piece  is  quite  good  in  general;  he  made  only 
a  few  emendations  to  re-establish  the  proper  meter.  The  only  question- 
able correction  is  the  regular  substitution  of  els  for  il  (a  dialectal  form 
of  the  feminine  pronoun),  a  correction  that  Jeanroy  made  no  doubt  to 
facilitate  our  understanding  of  the  text  (he  notes  this  change  in  the 
rejected  readings). 

Edition  of  the  Music 

Aubry,  Pierre,  and  Alfred  Jeanroy.  Le  Chansonnier  de  V Arsenal  (trouveres 
du  Xir-XIir  siecle).  Reproduction  phototypique  du  manuscrit  5198  de  la 
Bibliotheque  de  V Arsenal. 

The  only  complete  edition  of  the  music  was  published  by  Pierre  Aubry 
in  the  first  volume  of  the  facsimile  edition  of  MS  K.  The  melodies  are 
transcribed  as  they  are  found  in  MS  K  in  modal  rhythm.  It  does  not 
appear  that  Aubry  consulted  the  other  manuscripts  (although  there  is 
no  statement  of  editorial  policy),  but  he  does  occasionally  emend  the 
pitches.  As  is  often  the  case  with  early  musical  editions  of  the 
trouveres,  only  the  first  stanza  of  the  poem  accompanies  the  melody, 
and,  consequently,  one  must  seek  the  other  stanzas  in  Steffens's  edition 
or  elsewhere. 

These  three  editions,  all  published  early  in  this  century,  are  now 
quite  difficult  to  find.  Because  of  this  and  because  of  the  limitations 
already  noted,  it  seems  appropriate  to  present  a  new  edition  of  Richard 
de  Semilli — an  edition  that  includes  the  commentary  useful  to  modem 
scholarship  while  it  preserves  the  integrity  of  the  song  in  a  way  that 
has  not  been  done  since  the  manuscripts  of  the  Middle  Ages. 


'  Jeanroy,  Notes  Til-AA. 
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Life  and  Works 

We  know  almost  nothing  about  the  life  of  our  poet,  and  only  a  few  bits 
of  information  can  be  gleamed  from  the  manuscripts  and  the  poems 
themselves.  In  manuscript  attributions  he  is  called  Maistre  Richard  de 
Semilli,  which  leads  one  to  assume  that  he  was  a  cleric.  Three  of  his 
poems  (RS  868,  1362  and  1583)  are  set  near  Paris,  and  twice  (RS  614 
and  868)  the  poet  mentions  the  Seine.  These  few  indications  suggest 
that  Richard  came  from  Paris  or  that  he  lived  there.*  His  literary 
activity  dates  to  the  end  of  the  twelfth  century,^  and  thus  he  belongs 
to  the  first  generation  of  lyric  poets  writing  in  Old  French. 

While  many  poets  of  this  generation,  such  as  Gace  Brule  and  Blondel 
de  Nesle,  devoted  themselves  to  developing  the  themes  and  forms  of 
the  chanson  courtoise,  Richard's  works  are  much  more  varied,  both  in 
genre  and  form,  and  some  poems  even  reveal  a  reluctance  to  accept  at 
face  value  the  rituals  of  courtly  love.  Ten  poems  are  attributed  to  him 
without  question,  and  another  piece  (RS  1044a)  was  probably  written 
by  him.  This  small  corpus  includes  five  courtly  love  songs,  two 
non-courtly  love  songs,  one  of  the  rare  examples  of  the  genre  known 
as  the  "Tournoiement  des  dames,"  two  pastourelles,  and  a  hybrid 
piece  that  unites  the  themes  of  the  pastourelle  and  the  chanson  de 
malmariee. 

The  best  known  of  Richard's  poems  today  are  his  pastourelles,  since 
they  have  appeared  in  some  anthologies.  All  three  of  these  poems, 
which  are  some  of  the  earliest  examples  of  the  genre  in  Old  French,^ 
present  interesting  variations  on  the  traditional  theme.  In  RS  1583 
(song  1)  we  find  an  introspective  and  melancholic  knight  whose 
thoughts  and  reactions  to  his  encounter  with  a  shepherdess  and  her 
lover  are  unusual  indeed.  Rejected  immediately  by  the  girl,  who 
prefers  her  shepherd,  Robin,  the  knight  stays  to  observe  their  merri- 
ment and  love-making.  Rather  than  disdaining  these  simple  pleasures, 
he  sees  in  them  a  joy  that  he  himself  has  never  foimd  in  love.  He 
considers  it  unjust  that  a  simple  peasant  can  find  joy  while  he,  who  has 
always  served  Love  faithfully,  has  experienced  only  pain  and  suffering. 
Comparing  their  idyllic  situation  to  his  own  leads  him  to  curse  Love 
and  reject  the  ideals  of  his  class.  The  shepherd's  last  sally  as  he  sends 
the  knight  away  probably  reflects  the  knight's  feelings  as  much  as  his 
own:  his  joy  and  pleasure  are  so  great  that  he  would  not  give  them  up 
for  all  the  wealth  in  the  royal  treasury.  The  knight  too  would  be  this 


*  Petersen  Dyggve,  Onomastique  216;  Frappier  63. 
'  Grober,  II,  pt.  1,  671. 
'  Frappier  63-64. 
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happy  if  he  could  find  such  a  love.  The  irony  in  this  situation  is 
evident,  and  it  implies  a  criticism  of  courtly  love,  which  condemns  the 
lover  to  a  life  of  despair  while  mere  peasants  can  experience  all  the 
pleasures  of  love. 

The  second  pastourelle  (song  6,  RS  527)  has  a  more  traditional  plot: 
the  girl  needs  httle  coaxing  before  she  gives  in  to  the  knight's 
demands.  But  the  poem  distinguishes  itself  fron\  the  tradition  in  its  use 
of  the  refrain.  Normally,  the  refrain  of  a  pastourelle  is  introduced  as 
the  song  being  sung  by  the  shepherdess  when  the  knight  comes  upon 
her,  and  it  reflects  her  ideas  and  her  state  of  mind.  In  the  course  of  the 
poem  the  refrain  becomes  a  part  of  the  dialogue  between  the  two 
characters,  and  often  its  meaning  is  the  subject  of  the  discussion.  In 
this  poem,  the  refrain  presents  the  knight's  point  of  view:  he  addresses 
the  girl  and  promises  her  his  fidelity.  This  rather  courtly  expression  of 
his  feelings  remains  outside  of  the  conversation  (except  perhaps  in 
stanza  2)  and  seems  to  be  the  knight's  private  reaction  to  the  sight  of 
the  girl.^  Very  few  pastourelles  attribute  the  refrain  to  the  knight,  but 
this  technique  gives  us  insight  once  again  into  his  personality  and 
thoughts  and  leaves  us  with  the  impression  that  this  knight  is  not  the 
unfeeling  pleasure-seeker  that  one  usually  associates  with  this  genre. 

The  last  pastourelle  (song  8,  RS  1362)  is  in  fact  a  hybrid  piece  that 
con\bines  the  plot  of  the  pastourelle  with  the  theme  of  the  chanson  de 
malmariee  (song  of  an  unhappily  married  woman).  Instead  of  a 
shepherdess,  the  knight  meets  a  lady  ("une  dame")  who  complains 
bitterly  about  her  husband  and  who  is  quite  ready  and  willing  to  take 
a  lover,  provided  a  certain  amount  of  discretion  is  observed.  The 
refrain,  "Dame  qui  a  mal  mari,  s'el  fet  ami,  /  n'en  fet  pas  a  blasmer," 
is  typical  of  the  chanson  de  malmariee.  Initially,  it  attracts  the  knight's 
attention  and  encourages  him  in  his  pursuit;  later  on,  when  the  woman 
accepts  him  as  her  lover,  it  serves  to  justify  her  actions.  Although  there 
are  other  poems  where  a  knight  encounters  and  consoles  a  malmariee 
(see,  for  example,  RS  607  and  RS  88),  they  do  not  include  all  the 
elements  that  Richard  has  succeeded  in  incorporating.  The  charm  and 
originality  of  this  piece  con\e  from  the  skillful  combination,  the 
complete  fusion  of  these  two  traditional  genres. 

Richard's  courtly  love  songs  draw  on  many  of  the  traditional  motifs 
of  this  genre,  but  he  succeeds  in  varying  and  renewing  then\  by  using 
a  nun\ber  of  different  techniques. 

As  an  opening  motif  Richard  always  refers  to  the  composition  of  his 
song  as  a  way  of  praising  his  lady  (songs  2  and  3,  RS  22,  1860), 
expressing  his  love  for  her  (song  7,  RS  614),  or  venting  his  pain  and 


^  Johnson,  Pastourelles. 
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sorrow  (songs  4  and  5,  RS  1820,  538).  This  motif,  of  course,  is  not 
unusual,  but  Richard  uses  it  to  the  exclusion  of  other  common  motifs, 
such  as  the  coming  of  spring  and  the  joyous  songs  of  the  birds  (only 
song  7  hints  at  this  theme).  The  importance  he  places  on  the  traditional 
association  between  composing  songs  and  loving — the  two  are  nearly 
synonymous  in  courtly  lyric — is  explained  by  a  third  less  traditional 
element  that  he  adds  in  several  songs:  the  lady  must  also  accept  the 
song  as  a  token  that  she  returns  his  love.  What  the  lover  fears  is  the 
rejection  of  his  song  and,  by  implication,  the  rejection  of  his  love.  The 
timid  lover  of  song  2  (RS  22)  suggests  that  his  lady  can  send  the  song 
back  to  him,  and  it  will  never  be  simg  again  if  it  does  not  please  her. 
But  it  will  be  sung  with  joy  if  she  accepts  it  (2:35-40).  The  lovers  of 
songs  4  and  7  (RS  1820,  614)  express  their  despair  by  noting  that  the 
lady  does  not  care  for  their  songs  (4:1-2,  7:41-42).  If  his  poetry,  his 
only  means  of  expressing  his  love  for  her,  cannot  move  her,  then  his 
situation  is  hopeless  indeed.  Although  this  connection  between 
accepting  the  song  and  accepting  the  lover  is  perhaps  implicit  in  the 
rhetoric  of  the  chanson  courtoise,  few  poets  express  it  this  explicitly. 
Unless  the  lady  accepts  the  song,  there  is  little  point  in  composing  it, 
perhaps  little  point  in  loving,  were  it  not  for  the  hope  that  some  day 
she  will  respond. 

The  love  songs  explore  the  different  emotional  states  that  the  lover 
may  experience.  In  song  2  (RS  22),  for  example,  we  find  a  timid  lover 
who  is  so  overwhelmed  by  his  lady's  noble  qualities  and  high  rank 
that  he  cannot  even  muster  the  courage  to  declare  his  love.  He  fears  that 
this  irreproachable  woman  might  suffer  blame  as  a  result  of  his  audacity 
and  cannot  stand  the  thought  of  such  a  stain  on  her  reputation. 

In  songs  4,  5,  and  7  (RS  1820,  538,  614)  it  is  a  lover  in  despair  who 
speaks.  He  accuses  himself  of  folly  for  having  chosen  an  inaccessible 
and  indifferent  lady  who  causes  him  unending  suffering.  He  thinks 
about  ways  of  escaping.  Perhaps  he  could  flee  and  find  relief  and  a 
better  life  in  another  land  (song  4),  or  perhaps  suicide  is  the  solution 
(song  5).  But  in  the  end  he  realizes  that  love  controls  him  and  that  he 
can  do  nothing  to  escape  it  or  to  fight  it.  He  knows  that  this  love  is 
impossible  (no  one  can  obtain  this  woman's  love)  but  that  he  will 
continue  to  suffer  for  her;  and  he  resigns  himself  to  this  torment. 

Although  Richard  often  uses  the  abstract  vocabulary  that  typifies  the 
rhetoric  of  courtly  love,  he  also  refers  to  concrete,  everyday  things.  His 
lady  is,  of  course,  the  most  beautiful,  the  most  praiseworthy,  the  most 
prudent  and  wise,  and  she  surpasses  all  others: 

Ne  sai  de  son  ator 
N'en  chastiau  ne  en  tour 
Nule,  si  en  sui  au  tor 
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De  morir  s'il  li  gree.  (5:23-26) 

In  fact,  if  she  would  respond,  she  could  perform  miracles: 

James  nul  mal  n'eiist 

Ne  morir  ne  delist 

Qui  entre  voz  braz  geiist 

Jusques  a  I'ajornee.  (5:33-36) 

But  this  same  superiority  puts  her  out  of  the  reach  of  the  lover, 
inaccessible,  it  seems,  to  any  lover: 

Melz  porroit  Ten  toute  Saigne 

Lancier  en  un  pot  dedenz 

Q'i  avenisse  a  nul  tens.  (7:35-37) 

Many  lovers  say  that  they  are  dying  for  love  of  their  lady,  but  Richard 
finds  a  novel  and  graphic  way  of  portraying  his  death: 

Bien  voi,  tuer  me  puis 

Ou  noier  en  un  puis,  (5:13-14) 

In  each  of  these  comparisons  a  common  object  (a  castle,  a  pot,  a  well) 
or  an  everday  action  (sleeping  in  another's  arms)  intensifies  the  effect 
of  the  hyperbole  and  niakes  the  comparison  all  the  more  striking. 
Richard  uses  a  similar  technique  in  one  of  his  envois.  He  sends  the  song 
not  just  to  his  lady  but  to  the  door  of  her  house,  where  it  will  be 
performed  (5:41-43).  These  references  give  one  the  impression  of  a 
lover  who  lives  and  suffers  in  the  real  world  and  are  a  refreshing 
change  from  the  abstractions  of  n\ost  courtly  lyric. 

The  most  original  of  Richard's  love  songs  (song  3,  RS  1860)  takes  a 
rather  different  approach  to  the  subject.  Here  the  lover  is  impatient  and 
aggressive.  He  has  served  and  suffered  for  his  lady  for  a  long  tin\e  and 
declares  in  the  refrain  of  the  first  stanza  that  it  is  time  that  she  return 
his  love.  The  refrain  changes  in  the  following  stanzas  into  a  question 
asking  (or  demanding)  when  he  will  receive  the  reward  for  his  efforts. 
In  stanzas  1  and  2,  the  lover  makes  statements  intended  to  prove  that 
he  merits  the  reward  he  seeks.  Then  in  stanza  3  he  switches  tactics  and 
implies  that  the  woman  too  has  a  stake  in  their  relationship.  He  first 
warns  her  against  arrogance  and  suggests  that  she  may  not  always 
have  the  opportunity  he  is  offering  her.  Then  in  a  stanza  that  foreshad- 
ows the  theme  and  technique  that  Ronsard  will  use  nearly  four 
hundred  years  later  in  "Quand  vous  serez  bien  vieille,"  he  imagines 
his  lady  as  an  old  woman,  whom  no  one  cares  to  love  any  more, 
accusing  herself  of  folly  for  not  accepting  the  offers  she  received  in  her 
youth.  The  insistent  question  of  the  refrain — "Et  quant  m'iert  vostre 
amor  donee?" —  returns  to  complete  the  lover's  argument.  While  other 
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poets  do  sometimes  reprimand  their  lady  and  suggest  that  she  will 
have  regrets  some  day  (usually  for  having  "killed"  her  lover  by  her 
indifference),  the  argument  Richard  uses  in  this  poem  and  his  concrete 
way  of  presenting  it  seem  truly  new  and  fresh  for  the  poetry  of  the 
period. 

Richard's  two  non-courtly  (or  popularisant)  love  songs  have  a  much 
lighter  and  almost  playful  tone.  In  both  poems  the  lover  takes  great 
pleasure  in  describing  in  detail  the  physical  beauty  and  good  qualities 
of  his  beloved.  He  sings  the  joys  of  a  sin\ple  love  that  lacks  the 
suffering  and  pretense  of  the  courtly  world.  This  comparison  to  courtly 
love  is  brought  out  quite  nicely  in  song  9  (RS  533),  where  the  refrain 
advises  women  on  how  they  should  behave.  In  public  she  should  be 
well-mannered  and  circumspect,  as  any  courtly  lady  should  be,  but 
alone  with  her  lover  this  facade  is  no  longer  necessary,  and  she  should 
be  vivacious,  charming,  and  amorous.  In  stanzas  5  and  6  it  becon\es 
clear  that  the  lover's  lady  is  an  example  of  this  ideal  woman,  and  he 
rejoices  in  his  good  fortune. 

The  lover  of  song  10  (RS  868)  has  been  smitten  by  a  married  woman 
whom  he  saw  by  chance.  He  is  so  overwhelmed  by  her  beauty  that  he 
almost  mentions  her  name,  something  a  courtly  lover  would  never 
dare  to  do.  But  the  suffering  and  despair  of  courtly  love  have  nothing 
to  do  with  this  lover.  He  is  happy  just  to  praise  this  wonderful  lady, 
preferring  this  pleasure  to  any  physical  pleasure  he  might  have  with 
her — he  states  quite  plainly  that  this  is  not  of  interest  to  him.  He 
expresses  the  simple  joy  of  loving  a  beautiful  creature  without  concern 
or  fear  about  his  love  being  returned. 

In  these  two  poems,  as  In  the  first  pastourelle  (song  1,  RS  1583),  we 
see  that  Richard  has  not  been  completely  taken  in  by  the  fashion  of 
courtly  love.  He  expresses  a  yearning  (or  is  it  nostalgia?)  for  a  n\ore 
straightforward  relationship  between  a  man  and  a  won\an  in  which 
they  can  both  share  their  love  and  joy. 

The  last  poem  (song  11,  RS  1044a),  which  was  probably  written  by 
Richard,  is  one  of  the  three  surviving  examples  of  a  genre  that  has 
been  called  the  "Tournoiement  des  dan\es."  These  poems  describe  a 
joust  in  which  all  of  the  combatants  are  ladies.  The  two  other  poems 
are  apparently  satiric  in  intent.  Richard's  poem,  however,  merely 
expresses  loving  concern  for  the  weaker  sex,  for  these  noble  ladies  who 
have  not  been  trained  to  endure  such  an  ordeal.  The  tone  of  the  poem 
remains  lighthearted  as  there  is  not  much  real  danger.  The  ladies  are 
prudent  ("sages")  and  have  decided  to  fight  with  blunted  lances.  The 
battle  ends  amicably  when  the  king's  messenger  arrives  and  orders 
them  to  stop.  The  poet's  prayers  to  a  variety  of  saints  (found  in  an 
internal  refrain)  prove  to  be  unnecessary  after  all. 

As  this  brief  summary  of  his  works  shows,  Richard  handles  a  variety 
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of  themes  and  genres  skillfully,  and  he  has  his  moments  of  true 
originality  and  innovation.  The  form  of  his  poems  and  melodies  shows 
diversity  and  a  willingness  to  experin\ent  as  well.  He  often  uses  forms 
that  are  of  popular  origin,  and  he  has  a  definite  liking  for  refrains,  and 
yet  he  is  also  well  versed  in  the  techniques  of  the  grand  chant  courtois. 

Songs  2,  3,  4,  and  7  (RS  22,  1860,  1820,  614)  have  the  structure  as 
well  as  the  themes  of  this  privileged  genre.  Although  his  metrical 
patterns  and  melodic  structures  do  not  stray  from  well-established 
forms,  he  does  use  a  variety  of  these  conventional  forms.  He  also 
sometimes  modifies  these  structures  by  adding  refrains.  Song  3  has  a 
single  refrain,  and  song  4  uses  multiple  refrains. 

Four  other  songs  (nos.  5,  6,  8,  and  9;  RS  538, 527, 1362, 533)  have  the 
structure  of  what  has  been  called  the  rotrouenge,  a  genre  of  popular 
origin  that  by  definition  includes  a  refrain.  It  is  not  surprising  that 
Richard  uses  this  form  for  pastourelles  and  one  of  his  non-courtly  love 
songs,  but  another  love  song  that  is  completely  courtly  in  both  tone 
and  themes  also  takes  this  forn\.  This  song  (no.  5)  not  only  has  the 
structure  of  a  rotrouenge;  it  also  shares  its  metrical  structure  and 
melody  with  one  of  the  pastourelles  (song  6).  It  is  as  if  Richard  wrote 
a  counterfact  of  one  of  his  own  pieces.  Hearing  such  different  texts 
sung  to  the  same  melody  must  have  had  an  interesting  effect  on  the 
audience  and  created  unusual  associations  and  resonances. 

Richard's  songs  show  us  a  skillful  poet  and  songw^riter  who  was 
interested  in  a  variety  of  forms  and  themes  and  innovative  enough  to 
play  with  and  sometimes  blend  different  types.  In  a  lyric  tradition 
known  for  its  conventions,  Richard  stands  as  a  distinct  and  inventive 
figure.  And  perhaps  this  is  all  we  need  to  know  about  his  life. 


Manuscripts 

The  poems  of  Richard  de  Semilli  are  found  in  five  manuscripts: 

K  —  Paris,  Bibliotheque  de  I'Arsenal  5198.  Facsimile  and  partial 
edition:  P.  Aubry  and  A.  Jeanroy,  Le  Chansonnier  de  I'Arsenal 
(trouveres  du  XIT-XIIT  siecle).  Reproduction  phototypique  du  manuscrit 
5198  de  la  Bibliotheque  de  I'Arsenal.  2  vols.  (Paris:  P.  Geuthner,  1909- 
1912). 

N  —  Paris,  Bibliotheque  Nationale,  frangais  845. 

P  —  Paris,  Bibliotheque  Nationale,  frangais  847. 

V  —  Paris,  Bibliotheque  Nationale,  fran^ais  24406. 

X  —  Paris,  Bibliotheque  Nationale,  nouv.  acq.  fr.  1050. 

All  of  the  manuscripts  belong  to  the  same  family.  Manuscripts  KNX 


Introduction  9 

are  closely  related  while  manuscripts  PV  are  somewhat  less  closely 
related  to  this  group.  In  general,  the  manuscripts  divide  the  poems  into 
two  groups:  first  a  series  of  poems  classified  by  author,  then  a  series 
of  anonymous  pieces.  Manuscripts  KNX  present  the  poems  in  approxi- 
mately the  same  order  (except  for  some  missing  poems),  and  there  are 
rubrics  for  the  ascribed  pieces.  In  general,  MS  V  presents  the  poems  in 
an  order  similar  to  that  of  KNX  but  without  attributions  in  the  series 
arranged  by  author.  MS  P  contains  more  or  less  the  same  poems  as  the 
other  manuscripts  but  it  presents  them  in  a  different  order. 

Of  the  eleven  poems  that  one  can  attribute  to  Richard  de  Semilli,  ten 
appear  in  KP,  nine  in  X,  and  eight  in  NV.  Manuscripts  KNVX  present 
the  poems  in  the  same  order. 

Order  of  the  songs  in  the  manuscripts: 


RS 

K 

N 

V 

X 

P 

1583 

170bis-ter 

81r-81v 

45r-45v 

122r 

185v-186v 

22 

171 

81v-82r 

45v-46r 

122r-122v 

183v-184r 

1860 

171-172 

82r-82v 

46r-46v 

122v-123r 

101r-102r 

1820 

172-173 

82v-83r 

46v-47r 

123r-124r 

98v-99v 

538 

174 

83r-83v 

47r 

124r-124v 

97v-98v 

527 

174-175 

83v-84r 

47r-47v 

124v-125r 

97r-97v 

614 

174-176 

84r-84v 

47v-48r 

125r-125v 

96v-97r 

1362 

176 

84v 

48r 

125v- 

172r-172v 

533 

177 

99v-100r 

868 

177-178 

lOOr-lOOv 

1044a 

127r 

Manuscript  X  was  probably  the  most  complete  for  the  works  of 
Richard,  but  two  leaves  have  now  disappeared.  The  first,  fol.  121,  no 
doubt  included  the  initial  stanzas  of  RS  1583.  It  was  replaced  in  the 
eighteenth  century  by  a  copy  of  the  text  of  N.  The  second  leaf,  fol.  126, 
probably  contained  the  end  of  RS  1362,  the  complete  texts  of  RS  533 
and  RS  868,  and  the  first  stanza  of  RS  1044a. 

The  manuscripts  preserve  ten  of  Richard's  melodies.  The  melody  of 
RS  1044a  (urucum  of  X)  has  been  almost  completely  lost  because  of  a 
missing  leaf:  notation  ren\ains  for  only  the  final  heniistich. 

While  the  manuscripts  form  a  homogeneous  group  in  so  far  as  the 
texts  are  concerned,  the  situation  is  somewhat  different  for  the  music. 
Manuscripts  KNPX  are  still  a  closely  kiut  family,  and  they  all  agree  on 
the  basic  structure  of  the  melody.  The  variants  that  occur  are  limited 
in  general  to  ornamental  notes  (for  example,  plicas  or  a  two-note 
ligature  instead  of  a  single  note),  and  occasionally  one  finds  a  note 
transcribed  a  tone  higher  or  lower.  MS  V,  on  the  other  hand,  is  very 
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individualistic.  This  manuscript  regulariy  presents  melodies  that  have 
nothing  in  common  with  the  rest  of  the  manuscript  tradition,  and  it 
shows  certain  peculiarities  that  are  difficult  to  explain  (no  repetitions 
where  one  would  expect  them,  many  hypo-  and  hypermetric  lines,  and 
so  on).  This  is  a  characteristic  of  the  whole  manuscript,*  and  the 
notations  of  Richard's  melodies  are  good  examples  of  its  idiosyncrasy. 
For  this  reason,  I  have  not  included  a  transcription  of  the  melodies  in 
MS  y,  and  it  is  not  noted  in  the  variants.  Some  remarks  on  the 
idiosyncrasies  of  V  are  found  in  the  critical  commentary  under  Music. 


Attribution 

The  attribution  of  ten  poems  to  Richard  de  Semilli  poses  no 
problems,  as  can  be  seen  in  the  following  chart  (abbreviations:  R: 
Richard  de  Semilli;  AN:  anonymous; — :  the  poem  does  not  appear  in 
the  manuscript): 
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10 
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— 
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11 
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AN 

Manuscripts  KN  attribute  all  of  the  poen\s  they  contain  to  Richard. 
MS  P  ascribes  most  of  the  poen\s  to  him,  but  songs  1,  2,  and  8  (RS 
1583,  22,  and  1362)  appear  in  the  series  of  anonymous  pieces.  In  MS  V 
none  of  the  poems  are  attributed  to  an  author  so  the  lack  of  an 
attribution  to  Richard  is  not  significant.  All  of  the  poems  are  attributed 
to  Richard  in  MS  X  except  for  songs  1  and  11  (RS  1583  and  1044a),  and 
in  both  cases  the  leaf  containing  the  first  stanza  has  disappeared, 
taking  the  attribution  with  it. 

The  only  poem  whose  attribution  is  not  certain  is  song  11  (RS  1044a). 
It  has  already  been  noted  that  MSS  KNVX  present  Richard's  poems  in 


Karp,  especially  26-28. 
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the  same  order,  and  in  all  of  these  manuscripts  the  poems  of  the 
Vidame  de  Chartres  follow  those  of  Richard.  Song  11  (RS  1044a),  which 
is  lacking  an  attribution  because  of  a  missing  leaf,  is  followed  by  the 
notation,  "Ci  comencent  les  chansons  au  Visdame  de  Chartres."  Thus 
it  seems  probable  that  this  piece  belonged  to  the  series  of  poems 
attributed  to  Richard.'  This  song  also  has  certain  stylistic  traits  that 
suggest  that  Richard  may  have  written  it,  although  this  cannot  of 
course  be  proven  with  certainty.  The  poem  includes  a  refrain,  which 
is  normal  foi  Richard  (eight  out  of  ten  poems  have  a  refrain),  and  it 
uses  twelve-syllable  lines,  a  meter  that  is  rare  in  lyric  poetry,  but  that 
is  found  in  another  of  Richard's  poems,  song  9  (RS  533).  The  attribu- 
tion of  this  poem  to  Richard  is  probable,  and  this  edition  accepts  it 
without  hesitation. 

Versification 

Although  detailed  notes  on  versification  are  found  in  the  commentary 
after  each  poem,  the  following  study  of  Richard's  versification  will 
give  the  reader  a  more  general  view  of  the  techruques  he  uses. 

Rhymes 

The  following  list  gives  all  of  the  masculine  and  feminine  rhymes  in 
alphabetical  order.  The  number  of  lines  containing  each  rhyme  is 
indicated  in  parentheses,  followed  by  the  number  of  the  poem  in  this 
edition  and  the  stanza  number. 

Masculine  rhymes 
-a  (8):  3.2,  5.1 
-ai  /  -oi  (5):  3.5 

-aint  (6):  5.5,  lOb.6  (-aint/-oint) 
-ant  (13):  2.5,  3.2, 11.4 
-as  (10):  4.5, 11.5 
-aut  (10):  4.1,  6.5,  8.4 
-ens  (10):  3.4  (-ens/-enz),  6.3,  7.5 
-ent  (17):  3.4,  8.3,  lOa.5, 11.3 

-er  (56):  1.3,  2.1,  3.1,  3.5,  4.3-5,  7.3,  8.1-6, 10.1,  lOa.7 
-et  (11):  1.2, 10.4 
-eiist  (3):  5.4 
-ez  (6):  1.1-2 

-i  (27):  1.4,  8.1-6, 10.3,  lOa.6,  lOb.5, 11.2 
-in  (3):  8.1 


Jeanroy,  Notes  235-36. 
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-ir  (27):  2.4,  4.2,  4.4,  7.1-2,  7.6,  8.6 
-is  (30):  1.1  (-is/-iz),  3.3  (-is/-iz),  4.2,  6.2,  6.4,  7.4,  8.5 
-it  (8):  1.5  (-it/-ist/-uit) 
-oi  (9):  8.2, 11.6 
-oir  (8):  2.3,  4.1  (-oir/-oier) 
-oit  (8):  1.4 
-on  (10):  1.5,  3.1,  4.3 
-one  (1):  4.4 
-ont  (3):  4.1 
-or  /  -our  (7):  4.3,  5.3 
-ort  (2):  4.2 
-ueil  (3):  3.3 
-uer  (16):  4.3,  6.1-5 
-uis  (6):  5.2,  6.1 
-uit  (3):  10.2 
Feminine  rhymes 
-ace  (2):  4.4 
-age  (8):  2.1-2 
-aille  (2):  9.5 

-aine  /  -aigne  (38):  7.5,  lOa.1-7,  lOb.1-6 
-ance  (4):  7.3 

-ee  (60):  2.3,  2.5,  3.1-5,  5.1-5,  6.1-5,  9.1, 11.1 
-eille  (2):  9.2 
-ele  (6):  1.3,  7.1 
-ere,  -erre  (4):  6.2,  9.6 
-ete  (3):  4.2,  9.3 
-ie  (15):  4.5,  6.4,  7.2,  7.4,  9.4 
-oie  (8):  2.4,  6.3,  9.5 
-oise  (2):  9.6 
-ue  (24):  9.1-7 
-ure  (4):  7.6 

The  majority  of  the  rhymes  are  masculine:  of  the  508  rhymes,  326  (64 
per  cent)  are  masculine  and  182  (36  per  cent)  are  feminine. 

Most  of  the  time,  Richard  uses  only  simple,  sufficient  rhymes, 
although  there  are  a  few  examples  here  and  there  of  more  complex 
rhymes,  such  as  paronymic,  homonymic,  derived,  and  rich  rhymes. 
Song  5  (RS  538)  is  remarkable  for  its  systematic  use  of  difficult  rhymes 
in  all  of  the  stanzas  and  in  the  refrain  (see  the  notes  on  the  poem  for 
a  detailed  study). 

Stanza  structure 

The  following  tables  give  a  general  view  of  the  length  of  the  stanzas 
and  their  metrical  structure,  and  they  show  that  Richard  uses  many 
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different  combinations  without  any  particular  preference.  In  these 
tables,  an  asterisk  (*)  indicates  a  multiple-refrain  song,  nos.  1  or  4  (RS 
1583  or  1820).  For  these  poems,  the  refrain  and  the  transitional  line 
between  the  stanza  proper  and  the  refrain  have  not  been  counted  since 
the  number  and  the  length  of  these  lines  varies  from  stanza  to  stanza. 

Number  of  lines  in  a  stanza 

10      Songs  3,  5,  6  (RS  1860,  538,  527) 
8       Songs  1*,  2,  4*,  7, 10a  (RS  1583,  22, 1820,  614,  868) 
7       Song  8  (RS  1362) 
6       Songs  10b,  11  (RS  868, 1044a) 
5       Song  9  (RS  533) 


Isometric  stanzas 
12  syllable  lines 
10  syllable  lines 
7  syllable  lines 

Heterometric  stanzas 

6  and  11  syllable  lines 

7  and  8  syllable  lines 

6,  7,  and  10  syllable  lines 
4,  6,  8,  and  9  syllable  lines 


Songs  9, 11  (RS  533, 1044a) 
Songs  V,  4*  (RS  1583,  1820) 
Songs  2,  7  (RS  22,  614) 


Song  8  (RS  1362) 
Song  3  (RS  I860) 
Songs  5,  6  (RS  538,  527) 
Song  10  (RS  868) 


Rhyme  schemes 

The  following  chart  gives  all  of  the  rhyme  schemes  in  alphabetical 
order. 
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Richard  often  uses  masculine  rhymes,  and  in  songs  1,  4,  8,  and  11  (RS 
1583,  1820,  1362,  1044a)  he  uses  them  exclusively.  There  is  also  one 
piece,  song  9  (RS  533),  in  which  all  of  the  rhymes  are  fenunine. 

Richard  has  a  true  liking  and  talent  for  refrains,  and  he  uses  all  of 
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the  structural  types  that  exist  in  Old  French  except  for  the  word-refrain. 
In  his  works  one  finds  single-refrain  songs  {chansons  a  refrain)  where  the 
same  refrain  is  repeated  after  each  stanza,  songs  3,  5,  6,  8,  9,  and  10  (RS 
1860, 538, 527, 1362, 533, 868);  an  internal  refrain,  song  11  (RS  1044a);  var- 
iable refrains  in  which  small  changes  may  occur  from  stanza  to  stanza 
(either  in  the  first  line  of  the  refrain  to  facilitate  the  transition  from  the 
stanza  or  at  the  rhyme  word  to  accomodate  the  change  to  a  new  set  of 
rhymes)  in  songs  3  and  11  (RS  1860, 1044a);  and  multiple-refrain  songs 
(chansons  avec  des  refrains),  songs  1  and  4  (RS  1583, 1820).  In  this  last  form, 
which  is  peculiar  to  the  trouvere  lyric,  a  different  "refrain"  or  short  ditty, 
metrically  and  musically  distinct  from  the  stanza  and  the  other  "re- 
frains," apppears  at  the  end  of  each  stanza. 

It  should  be  noted  that  songs  2  and  7  (RS  22  and  614)  have  exactly 
the  same  structure  and  that  songs  5  and  6  (RS  538  and  527)  have  nearly 
the  same  structure.  This  structural  similarity  is  reinforced  by  the  music: 
each  pair  also  shares  the  same  melody. 

Richard  uses  courtly  structures  as  well  as  structures  of  popular 
origin.  Songs  2,  3,  4,  and  7  (RS  22, 1860, 1820,  614)  all  use  the  tripartite 
structure  that  is  typical  of  the  grand  chant  courtois.  In  the  frons  Richard 
always  uses  alternating  rhymes  (abab)  with  or  without  an  alternation 
of  masculine  and  feminine  rhymes.  There  is  more  variation  in  the 
Cauda:  in  songs  2  and  7  (RS  22  and  614)  one  finds  enclosing  rhymes, 
baab  {cobla  crotz  encadenada),  in  4  (RS  1820)  alternating  rhymes  in 
reversed  order,  baba  (a  variation  of  the  type  cobla  encadenada),  and  in  3 
(RS  1860)  the  arrangement  baac  {cobla  cadena  caudada  ending  with  an 
additional  rhyme).  The  rhyme  schemes  of  songs  2,  4,  and  7  (RS  22, 
1820,  614)  occur  frequently  in  trouvere  poetry,  while  that  of  song  3  (RS 
1860)  is  rare.  It  should  be  noted  that  Richard  adds  refrains  to  two  of 
his  courtly  songs,  nos.  3  and  4  (RS  1860  and  1820). 

Four  pieces— 5,  6,  8,  and  9  (RS  538,  527,  1362,  538)— were  given  the 
name  "rotrouenge"  by  Friedrich  Gennrich.  This  term  existed  in  the 
Middle  Ages  but,  as  often  happens,  the  poems  designated  in  this  way  do 
not  give  us  a  very  precise  idea  of  what  the  term  meant  for  the  authors. 

In  his  study  Die  altfranzosische  Rotrouenge,  Gennrich  uses  this  term 
to  designate  a  formal  genre  which  is  defined  by  the  combination  of  a 
specific  metrical  and  musical  structure.  In  its  simplest  form,  the 
rotrouenge  consists  of  a  series  of  monorhymed  stanzas  followed  by  a 
refrain  that  introduces  a  new  rhyme.  In  the  music,  one  finds  a  single 
melodic  phrase  which  is  repeated  for  each  of  the  monorhymed  verses, 
followed  by  a  new  melodic  phrase  for  the  refrain. 

Text:  a      a     .      .      .      B    B 

Music:  A     A    .      .      .         B 
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In  a  more  complex  form,  the  stanza  ends  in  a  rhyme  that  introduces 
one  of  the  rhymes  of  the  refrain,  and  the  melody  of  the  refrain  repeats 
that  of  the  last  lines  of  the  stanza: 

Text:  a      a     .      .      a     b     AB  or  BB 


Music:  A     A    .      .         B  B 

This  form,  as  Gennrich  has  defined  it,  shares  certain  characteristics 
with  the  ballette  and  the  virelai,  and  it  can  be  confused  with  them, 
especially  if  the  music  has  not  survived.  Two  characteristics  seem  to 
distinguish  the  rotrouenge  from  these  other  genres:  there  are  normally 
more  than  three  stanzas  and  more  than  two  monorhymed  verses  in 
each  stanza. 

Scholars  do  not  agree  on  the  origin  of  this  form,  and  they  readily 
admit  that  it  is  difficult  to  define,  although  they  continue  to  use  the 
term.^°  In  this  edition,  the  term  rotrouenge  is  used  as  a  practical  way 
of  designating  the  bipartite  structure  defined  by  Germrich  (we  have  no 
other  term  to  describe  it).  But  this  is  done  with  the  knowledge  and  a 
caution  that  this  form  is  not  well  defined  in  the  Middle  Ages  and  that 
Gennrich' s  definition  may  not  correspond  to  the  genre  the  trouv^res 
had  in  mind. 

Arrangement  of  the  rhymes  among  the  stanzas 

Richard  has  a  definite  preference  for  coblas  singulars  in  which  each 
stanza  introduces  a  new  set  of  rhyme  sounds.  Coblas  doblas,  where  the 
rhyme  sounds  change  every  two  stanzas,  occurs  only  once  in  the  first 
two  stanzas  of  song  2  (RS  22).  But  Richard  often  links  the  stanzas  by 
using  one  rhyme  sound  throughout  the  poem.  In  song  5  (RS  538),  the 
a-rhyme  remains  the  same,  resulting  in  coblas  singulars  capcaudadas  (a 
technique  by  which  the  last  rhyme  of  one  stanza  is  repeated  and 
becomes  the  first  rhyme  of  the  following  stanza).  In  four  single-refrain 
songs— 3, 6, 8,  and  10  (RS  1860, 527, 1362, 868)— the  stanza  proper  ends 
in  a  rhyme  that  has  no  counterpart  in  the  stanza,  a  rim  estramp,  that 
links  the  refrain  to  the  stanza.  This  rim  estramp  repeats  the  same  sound 
in  all  of  the  stanzas  and  serves  to  announce  the  refrain  and  to  unify  the 
structure  of  the  poem. 


'"  See  for  example:  Bee,  vol.  1,  183-89;  Zumthor,  Essai  263;  Frappier  23-24;  Le 
Gentil  184-85;  Lote,  vol.  2,  203-5;  Spanke  294-301;  van  der  Werf,  Rotrouenge; 
Chambers  233-34. 
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Musical  Structure 

In  his  melodies,  Richard  used  relatively  simple  structures  that  do  not 
depart  from  the  tradition  already  established  by  the  troubadours  and 
the  earliest  trouv^res.  In  general  his  melodies  are  syllabic  and  their 
range  rarely  exceeds  an  octave. 

In  order  to  facilitate  comparisons,  I  have  devised  the  following  chart, 
which  presents  structural  diagrams  of  the  melodies  in  alphabetical  order: 


R 


same  melody 

V         R 

3        1860       ABACDEFG/FG 
10       868         A        B         C        D  /    D'       D        D'       D 

Richard  uses  two  basic  structures  for  most  of  his  songs:  the  tripartite 
structure  AB  AB  X  which  is  typical  of  the  courtly  chanson,  and  a  bi- 
partite structure  that  Gennrich  has  associated  with  the  rotrouenge,  AA 
B/B.  Although  these  structures  are  traditional,  there  are  a  number  of 
interesting  variations.  Two  courtly  chansons,  nos.  3  and  4  (RS  1860  and 
1820),  include  refrains.  The  addition  of  a  refrain  modifies  the  normal 
structure  and  creates  repetitions  where  one  does  not  usually  expect 
them.  In  the  rotrouenges,  the  second  musical  phrase  can  extend  to  two 
to  four  lines. 

Two  songs  show  somewhat  less  common  structures.  In  song  10  (RS 
868),  we  find  a  through-composed  melody  in  the  stanza  (ABCD)  which 
is  a  natural  consequence  of  the  varying  length  of  the  lines  in  the  text. 
The  result  is  a  song  that  shows  great  variety,  since  each  line  introduces 
a  new  melodic  phrase.  Song  1  (RS  1583),  by  contrast,  has  an  extremely 
repetitive  melody  showing  slight  variations  only  in  the  refrain  and  the 
transitional  line. 

It  should  be  noted  that  two  pairs  of  songs,  nos.  2  and  7  (RS  22,  614) 
and  nos.  5  and  6  (RS  538,  527),  have  the  same  or  nearly  the  san\e 
metrical  structure,  and  they  also  share  the  same  melody. 
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The  Language  of  the  Texts 

The  first  part  of  this  section  looks  at  the  traits  of  Richard's  language 
that  affect  the  rhymes  he  uses.  The  second  section  identifies  spellings 
and  grammatical  forms  used  by  the  scribes  that  differ  from  Francien 
forn\s  of  the  period.  References  to  the  manuscripts  indicate  only  the 
base  manuscript.  This  is  followed  by  the  number  of  the  poem  in  this 
edition  and  a  reference  to  the  line  or  stanza. 

The  Author 

A  study  of  the  rhymes  reveals  the  following  traits  of  Richard's 
language. 

1.  -aine  /  -aigne.  The  word  Saigne  rhymes  with  words  in  -aine  {K  7,  str. 
5;  P  10a,  str.  2).  It  is  probable  that  the  palatalized  n  is  only  a 
graphy." 

2.  -ai  I  -ox.  The  presence  of  the  rhyme  mo'x  (X  3,  str.  5)  in  a  series  in  -ai 

{delai,  trai,  arrai)  indicates  that  the  diphthong  oi  has  been  reduced  to 
[w^].^2 

3.  -aint  /  -oint.  The  rhyme  point  {K  10b,  str.  6)  in  a  series  in  -aint  {maint, 
m'aint)  is  perhaps  a  very  early  example  of  the  reduction  of  the  diph- 
thong -oin.  Pope  notes  several  examples  of  this  reduction  in  the 
south-east  in  the  thirteenth  century,  but  it  is  normally  a  late  develop- 
ment.^^ 

4.  -ens  I  -enz;  -is  /  -iz.  Occasionally  final  -z  and  -s  are  fovmd  together 
in  rhymes.  This  is  a  characteristic  trait  of  Picard  where  [-ts]  was 
reduced  to  [-s]  at  a  very  early  date.^*  One  finds  rhymes  in  -is  /  -iz: 
Paris  I  berbiz  /  m'assis  /  requis  /  Denis  {K  1,  str.  1)  and  assis  /  pris  / 
petiz  I  dis  /  mis  {K  3,  str.  3);  and  rhymes  in  -ens  /  -enz:  tens  /  genz 
I  sens  (K  3,  str.  4). 

5.  -ens  I  -enz  vs.  -ent.  Certain  rhymes  indicate  that  -s  (or  -2)  and  -t  were 
pronounced  in  word  final  position.  The  rhymes  -ens  /  -enz  are 
distinct  from  those  \n-ent\x\K2>,  str.  4. 

6.  -ie  for  -iee.  There  is  one  example  of  a  rhyme  based  on  the  Picard 
form  of  the  feminine  past  participle:  chaucie  (past  participle  of 
chancier)  rhymes  with  chaucie  (n.f.,  i.e.,  la  chaussee)  (P  9,  str.  4). 

7.0  /  ou.  The  manuscripts  do  not  distinguish  between  the  graphics  0  and 
on  and  one  finds  the  series  of  rhymes  ator  /  tour  /  tor  {K  5,  str.  3). 


"  Gossen  §  60. 

"  Pope  §  519. 

"  Pope  §  474-75. 

'*  Pope  §  1320  xxi;  Gossen  §  40. 
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Imperfect  Rhymes 

1.  Several  imperfect  rhymes  are  the  result  of  ascending  diphthongs: 
-it  I  -ist  I  -uit  {K  1,  str.  5):  vit  /  dist  /  Crist  /  deduit  /  delit  /  cuit  / 
tiuit. 

-ai  I  -oi  {K  3,  str.  5):  delai  /  moi  /  trai  /  arrai. 
-aint  I  -oint  {K  10b,  str.  6):  m'aint  /  point  /  maint. 

2.  Li  K  4,  str.  1,  souloier  rhymes  with  valoir  /  desespoir  /  avoir. 

3.  In  the  unique  manuscript  of  song  11  (MS  X)  the  last  line  ends  with 
pou,  which  should  rhyme  with  roi  /  desroi  /  soi  /  quoi  /  Eloi.  I  have 
emended  the  text,  substituting  the  other  form  of  this  word,  poi. 

The  Scribes 

The  manuscripts  that  served  as  the  base  for  the  texts  (i.e.,  KPX)  all 
have  a  limited  number  of  northern  and  eastern  dialectal  traits,  includ- 
ing a  number  of  Picard  grammatical  forms  and  spellings. 

Vowels 

1.  ai  for  ei:  paine  for  peine  {K  3:18,  4:26,  7:33, 10b:16;  P  10a:20  and  refr.), 
Saigne  {K  7:35;  P  10a:12)  and  Sainne  {K  10b:10)  for  Seine,  amaine  for 
ameine  {K  7:38),  demaine  for  demeine  {KP  10:refr),  maine  for  meine  {K 
10b:4;  P  10a:4). 

2.  e  for  ai:  mes  for  mais  {K  6:4,  X  11:15),  james  for  jamais  {K  4:40),  pes  for 
paix  (X  11:14),  meson  for  maison  (P  9:26),  seson  for  saison  (K  3:9,  7:1), 
besai  for  baisai  (K  6:42),  besier  for  baisier  (P  10a:51),  fesoit  ior  faisoit  {K 
VM),fere  for  faire  {K  7:6),  fet  for  fait  {K  1:16,  3:5,  4:23,  etc.),  lessiez  for 
laissiez  {K  8:22),  let  for  lait  {K  8:16),  leroie  for  lairoie  {K  6:refr),  plesir  for 
plaisir  {K  4:41),  plera  for  plaira  {K  3:16),  set  for  sait  {K  2:13,  4:42),  tres 
for  trais  {K  6:11,  8:7). 

3.  eu,  el  (where  /  represents  vocalized  /)  for  ieu:  melz  for  mieux  {K  1:6, 
1:30,  2:27,  4:38),  Dex  for  Dieu  {K  1:10,  4:29,  4:42,  4:54,  etc.). 

4.  iau  for  eau:  biau  for  beau  {K  1:5,  2:13, 4:29),  biaus,  biax  for  beaux  {K  1:9; 
P  10a:33),  biaucop  for  beaucoup  (K  7:46),  chastiau  for  chasteau  {K  5:24). 

5.  0  /  ou.  The  manuscripts  do  not  distinguish  between  these  two 
graphies.  One  finds  for  example:  tor,  tour  {K  5:24-25),  pour  (the 
normal  spelling  in  K),  por  {K  6:12),  amors  (the  normal  spelling  in  K), 
jor  {K  4:29),  ajomee  (K  5:36),  renouvelle  {K  7:1),  couvient  {K  4:19), 
trouver  {K  4:28). 

Consonants 

1.  ch  for  c:  douche  for  douce  {K  10b:21). 

2.  -C-,  -s-  for  intervocalic  -ss-:  richece  for  richesse  {K  1:50),  viellece  for 
vieillesse  {K  3:33),  m'asoage  for  m'assoage  {K  2:7). 

3.  -g  for  -ng:  /oig  for  /omg  (K  1:44),  conpaig  for  conpaing  (P  10a:3). 
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Morphology 

1.  il  for  elks  (X  11).  This  dialectal  form  of  the  north  and  east^^  occurs 
only  in  song  11. 

2.  mi  for  me  {K  1:20),  Picard  form.^^ 

3.  j'os  contraction  of  je  vous  {K  7:19).  This  is  a  rare  contraction  that 
occurs  in  texts  from  the  north  and  east.^'' 

4.  -ie  for  -iee:  chaucie  (P  9:16),  fiancies  (X  11:13).  Picard  form  of  the 
feminine  past  participle.^* 

5.  -es  for  -ez:  gardes  (X  ll:refr).  This  is  the  only  example  of  this  second 
person  plural  ending  in  the  texts,  but  this  spelling  occurs  frequently 
inX.^^ 

6.  -012  for  -ez:  diroiz  {K  3:34).  This  is  the  only  example  of  this  future 
ending  for  the  second  person  plural.^° 

7.  -iom  for  -ions:  veniom  (P  10a:l).  This  first  person  plural  ending  for  the 
imperfect  occurs  only  once  in  the  texts.^^ 

8.  Future  with  reduction  of  -vr  to  -r:  arrai  for  avrai  {K  3:47).  This  is  the 
only  example  of  this  form  in  the  texts  and  it  appears  alongside 
Francien  forms:  avrai  {K  5:15),  avras  {K  7:31),  avra  (X  11:16).^ 

Flexional  errors 

1.  qui  for  cui  {K  1:42,  3:19,  5:refr,  5:31,  6:22,  6:45).  This  confusion  of 
forms  occurs  frequently  in  thirteenth-century  manuscripts.^  Qui  is 
always  used  in  place  of  cui  in  MS  K  in  these  texts. 

2.  cil  for  ceus  {K  4:16),  nus  for  nul  {K  8:28),  tez  for  tel  {K  1:10).  AU  of 
these  cases  are  examples  of  attraction.  The  nominative  case  is  used 
instead  of  the  oblique  simply  because  the  pronoun  is  the  antecedent 
of  the  subject  relative  pronoun  qui?* 


Editorial  Policy 

The  Texts 

The  text  of  each  poem  in  this  edition  is  transcribed  from  a  single  base 


"  Moignet  38. 

"  Pope  §  832;  Moignet  38. 

'^  Menard  §  48;  Moignet  39. 

"  Gossen  §  8;  Pope  §  1320  v. 

"  Moignet  62. 

^  Pope  §  967;  Moignet  67. 

"  Pope  §  1326  xv;  Moignet  61-62. 

^  Pope  §  976;  Moignet  70. 

"  Menard  §  67. 

^*  Moignet  90. 
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manuscript.  In  a  group  of  manuscripts  as  homogeneous  as  KNPVX 
most  of  the  variants  are  orthographic  or  obvious  scribal  errors.  There 
are,  however,  a  few  significant  variants  that  determined  the  choice  of 
the  base  manuscript. 

For  most  of  the  poems— songs  1,  2,  3,  4,  5,  6,  7,  8  (RS  1583,  22, 1860, 
1820,  538,  527,  614, 1362)— K  served  as  the  base  manuscript  because  it 
is  the  most  complete  (it  contains  ten  of  Richard's  poems  and  includes 
stanzas  that  are  missing  in  other  manuscripts)  and  because  it  has  fewer 
errors  and  individual  readings. 

Poems  9  and  10  (RS  533  and  868)  appear  only  in  MSS  KP,  and  the 
two  manuscripts  present  significantly  different  versions  of  the  texts. 
For  song  9  (RS  533),  MS  P  was  chosen  as  the  base  because  it  is  the 
most  complete  (it  includes  two  stanzas  that  are  not  found  in  MS  K)  and 
because  it  has  fewer  erroneous  readings.  Song  10  (RS  868)  poses  other 
problems:  the  differences  between  the  two  versions  involve  the  number 
of  stanzas,  the  content  of  the  stanzas,  and  the  length  of  the  refrain. 
Since  previous  editions  have  conflated  the  two  versions,  I  have  decided 
to  present  both  versions  of  the  text  as  they  exist  in  the  manuscripts 
with  the  necessary  comparisons  and  commentary. 

The  question  of  base  manuscript  does  not  arise  for  poem  11  (RS 
1044a)  since  this  text  appears  only  in  MS  X. 

Once  chosen,  the  base  manuscript  was  emended  only: 

(1)  to  correct  a  non-grammatical  form  when  the  proper  form  appears 

in  another  nianuscript; 

(2)  to  re-establish  the  meter,  when  this  is  possible; 

(3)  to  clarify  the  meaning  of  a  passage  when  another  n\anuscript  has 

a  more  logical  reading. 
Whenever  possible,  the  faulty  reading  was  emended  according  to  a 
reading  from   another  manuscript.   On  rare  occasions,  all  of  the 
manuscripts  have  faulty  readings,  and  in  that  case  the  emendation  is 
given  in  square  brackets  in  the  text. 

The  Music 

The  musical  transcriptions  present  the  notation  of  the  manuscript  that 
served  as  the  base  for  the  text,  with  the  exception  of  song  9  (RS  533), 
where  a  significant  variant  led  to  the  choice  of  the  one  other  manu- 
script as  the  base.  In  general,  I  have  not  emended  the  base  manuscript, 
and  as  a  result  one  sometimes  finds  small  variations  when  one  might 
expect  a  literal  repetition.  Such  possible  repetitions  are  mentioned 
specifically  in  the  Variants.  In  songs  1  and  6  (RS  1583  and  527)  emenda- 
tions have  been  made  for  metrical  reasons.  In  both  cases  the  notation 
for  one  line  is  one  syllable  short  but  the  same  melodic  phrase  is  re- 
peated elsewhere  with  the  same  tones  and  the  necessary  number  of 
syllables.  The  difference  between  the  two  phrases  is  in  the  distribution 
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of  the  notes — one  has  a  two-note  neume  where  the  other  has  two  sep- 
arate neumes.  I  have  emended  the  transcription,  using  the  phrase  with 
two  separate  neumes,  in  order  to  re-estabUsh  the  n\eter. 

The  fundamental  problem  in  interpreting  the  melodies  of  the 
troubadours  and  trouv^res  concerns  the  rhythm.  The  notation  used  in 
these  manuscripts  clearly  indicates  the  pitch  of  the  note  but  gives  no 
indication  of  its  relative  duration.  Since  one  n\anuscript,  MS  O,  does 
sometimes  use  a  semi-mensural  notation,  some  musicologists  have 
proposed  theories,  based  on  the  rhythmic  modes,  as  to  how  to  inter- 
pret the  rhythm  of  all  of  these  songs.  The  validity  of  this  procedure  is 
a  much  debated  question,  but  it  may  be  noted  that  the  resulting  rhyth- 
mic transcriptions  have  a  number  of  drawbacks.  The  rhythmic  modes 
impose  rigid  rhythms  on  a  poetry  that  does  not  have  regular  n\etrical 
feet.  As  a  result  they  often  accent  syllables  that  are  unstressed  in  the 
text,  thus  distorting  its  meaning.  In  addition,  the  theories  proposed  do 
not  lead  to  consistent  results:  different  transcribers  often  arrive  at  vary- 
ing rhythmic  interpretations. 

Faced  with  this  situation,  Hendrik  van  der  Werf  has  proposed  a 
different  approach.  Basing  his  argument  on  statements  in  a  medieval 
treatise  on  music  by  Grocheio  and  the  variants  in  the  melodies  found 
in  the  manuscripts,  he  suggests  that  these  songs  were  sung  in  a 
"declamatory  rhythm"  in  which  each  note  was  "more  or  less"  equal 
in  length.^  The  key  words  are  "more  or  less,"  for  this  gives  the  per- 
former the  flexibility  to  vary  the  rhythm  somewhat  according  to  the 
natural  flow  and  changing  meter  of  the  text  (much  as  one  would  in  a 
poetry  recitation). 

Given  his  conclusions.  Van  der  Werf  suggests  that  the  melodies  of 
the  troubadours  and  trouv^res  be  transcribed  in  a  modernized  version 
of  the  non-mensural  notation  found  in  the  manuscripts,  which  will 
allow  the  performer,  who  must  make  the  ultimate  decision  in  these 
matters,  to  develop  an  interpretation  unin\peded  by  another's  rhythmic 
interpretation. 

Van  der  Werf's  recommendations  have  been  adopted  here  as  they 
seem  the  most  reasonable  solution  given  our  lack  of  knowledge  as  to 
how  these  songs  were  actually  performed.  The  melodies  are  given  in 
a  simplified  notation  without  stemmed  notes  or  bar  lines  that  would 
indicate  the  relative  duration  of  the  notes. 


^  Van  der  Werf,  The  Chansons  of  the  Troubadours  and  Trouvires  (Utrecht: 
Oosthoek,  1972),  35-45. 


Song 

RS 

1 

1583 

2 

22 

3 

1860 

4 

1820 

5 

538 

6 

527 

7 

614 

8 

1362 

9 

533 

10 

868 
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Organization  of  the  Edition 

Order  of  the  texts 

The  songs  of  Richard  de  Semilli  appear  in  the  same  order  in  four  of  the 
five  manuscripts,  KNVX.  Since  this  order  is  as  logical  as  any  other  ar- 
rangement (by  Raynaud-Spanke  or  Molk-Wolfzettel  number,  thematic 
genre,  formal  genre,  and  so  on)  it  has  been  adopted  for  this  edition; 
this  order  also  has  the  advantage  of  respecting  the  manuscript  tradi- 
tion. The  songs  appear  as  follows: 


pastourelle  (multiple  refrains) 
chanson  d' amour  courtoise 

chanson  d'amour  courtoise  (variable  single  refrain) 
chanson  d'amour  courtoise  (multiple  refrains) 
chanson  d'amour  courtoise  (single  refrain) 
pastourelle  (single  refrain) 
chanson  d'amour  courtoise 

pastourelle-chanson  de  malmariee  (single  refrain) 
chanson  d'amour  popularisante  (single  refrain) 
chanson  d'amour  popularisante  (single  refrain) 
11         1044a      "he  Toumoiement  des  dames"  (variable,  interior  refrain) 

Critical  apparatus  and  notes 

Each  song  is  preceded  by  an  initial  section  of  notes  that  provides  the 

following  information: 

Bibliographies  -  Lists  the  poem's  number  in  the  standard  bibliographies: 
RS  -  Hans  Spanke,  G.  Raynauds  Bibliographic  des  altfranzosischen 

Liedes. 
L  -  Robert  White  Linker,  A  Bibliography  of  Old  French  Lyrics. 
M  -  U.  Molk  and  F.  Wolfzettel,  Repertoire  metrique  de  la  poesie  lyrique 
frangaise  des  origines  a  1350. 

Refrain  -  The  number  of  the  refrain  (VB)  as  listed  in  Nico  H.  J.  van  den 
Boogaard's  Rondeaux  et  refrains  du  XIV  siecle  au  debut  du  XIV. 

Manuscripts  -  The  conventional  sigla  are  used  to  indicate  the  manu- 
scripts in  which  the  poem  appears.  The  first  manuscript  listed  is  the 
one  that  was  used  as  the  base.  The  sigla  are  followed  by  references 
to  the  folio  number  (recto  and  verso  indicated)  in  MSS  NPVX  or 
page  nuntber  in  the  case  of  MS  K. 

Attribution  -  List  of  the  manuscripts  in  which  the  poem  is  attributed  to 
Richard  de  Semilli. 

Music  -  List  of  the  manuscripts  that  include  notation  of  the  melody. 

Editions  -  List  of  all  the  editions  of  the  text  and  the  melody.  Complete 
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references  are  found  in  the  Bibliography  and  List  of  Abbreviations. 
Structure  -  This  section  gives  Molk  and  Wolfzettel's  number  (MW)  for 
the  metrical  structure  of  the  piece  and  provides  a  detailed  analysis 
of  the  metrical  and  musical  structure.  In  the  metrical  structure,  an 
apostrophe  (')  is  used  to  indicate  a  femiiune  rhyme  and  capital 
letters  indicate  refrain  lines.  The  musical  structure  is  given  in  capital 
letters,  and  an  apostrophe  (')  is  used  to  indicate  that  the  phrase  is  a 
repetition  with  some  small  variations  of  a  previous  phrase.  If  the 
poem  served  as  a  model  for  a  counterfact,  the  Raynaud-Spanke 
number  and  the  genre  of  the  counterfact  are  given. 

The  Melodies 

The  melody  of  the  song  is  then  presented  followed  by  notes  on  the 
variants. 

The  melodies  are  given  in  a  simplified  notation  without  stemmed 
notes  or  bar  lines  that  would  indicate  relative  duration.  Notes  in 
ligature  are  indicated  by  a  slur,  and  plicas  are  indicated  by  a  small 
note  linked  to  the  main  note  by  a  slur.  Flat  signs  are  given  at  the  place 
where  they  appear  in  the  base  manuscript  with  a  small  arrow  at  the 
top  of  the  staff  showing  where  a  new  staff  begins  in  the  manuscript. 
Any  discrepancies  among  the  manuscripts  in  the  use  of  the  flat  sign 
are  discussed  in  the  section  Music  in  the  notes. 

Variants 

The  musical  variants  give  all  of  the  readings  from  other  manuscripts 
in  the  group  KNPX.  Since  MS  V  always  has  a  different  melody  it  has 
not  been  included  in  the  variants.  The  position  of  the  variant  is 
indicated  by  the  line  number  followed  by  a  comma  and  the  syllable 
number  (23/  for  example,  means  second  line,  third  syllable).  Solfege 
syllables  are  used  to  give  the  tones,  and  a  hyphen  (-)  shows  notes  in 
ligature,  while  a  comma  (,)  indicates  separate  neumes.  The  notations 
plica  and  no  plica  indicate  that  one  finds  the  same  tone  with  or  without 
a  plica.  If  a  variant  reading  would  give  a  literal  repetition  of  another 
melodic  phrase,  this  is  mentioned. 

The  Texts 

The  texts  were  prepared  following  the  recommendations  of  Alfred 
Foulet  and  Mary  Blakely  Speer  in  their  handbook.  On  Editing  Old 
French  Texts.  Abbreviations  have  been  expanded  according  to  the 
scribe's  normal  usage,  and  the  letters  i,  /,  u,  v  have  been  resolved 
according  to  modem  usage. 

The  lyrics  have  been  typeset  in  such  a  way  as  to  present,  visually, 
certain  structural  aspects  of  the  text.  Lines  are  indented  according  to 
their  length  to  show  variations  in  the  nun\ber  of  syllables,  and  refrains 
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appear  in  italics.  Square  brackets  indicate  that  the  enclosed  text  does 
not  appear  in  any  manuscript;  most  often  they  indicate  a  refrain  that 
is  not  repeated  in  its  entirety  after  the  first  stanza,  but  on  occasion  they 
indicate  an  emendation  of  the  text. 

A  second  section  of  notes  follows  the  text  and  gives  the  following 

inforn\ation: 

Rejected  Readings  -  This  section  notes  anything  in  the  base  manuscript 
that  does  not  appear  in  the  critical  text.  The  notations  "+1,"  "-!/' 
and  so  on  indicate  the  number  of  syllables  by  which  a  line  is  hyper- 
or  hypon\etric. 

Variants  -  The  variants  list  readings  in  other  manuscripts  which  differ 
from  the  base  text.  All  textual  and  gramniatical  variants  are 
included.  In  general,  purely  orthographic  and  dialectal  variants  are 
not  noted,  but  a  few  interesting  spelling  variants  have  been 
included.  Any  abbreviations  have  been  expanded  according  to  the 
scribe's  usual  usage,  and  the  letters  i,  j,  u,  v  have  been  resolved 
according  to  modern  usage.  Hyper-  and  hypometric  lines  are 
indicated  by  plus  and  minus  signs  as  in  the  Rejected  Readings. 

Notes  -  Comments  on  specific  aspects  of  the  text.  They  include  glosses 
and  interpretations  of  difficult  lines  and  forms  and  remarks  on  such 
literary  aspects  of  the  text  as  image  and  theme. 

Versification  -  Comments  on  the  structure,  formal  genre,  the  rhymes, 
and  the  refrain. 

Music  -  This  section  provides  comments  on  various  aspects  of  the 
music — structure  and  flow  of  the  melodic  line,  tonal  structure, 
differences  among  manuscripts  in  the  use  of  the  flat  sign,  and  so 
forth.  The  idiosyncrasies  of  MS  V  are  also  noted. 


The  Lyrics  and  Music 


Vau trier  chevauchoie  delez  Paris 


Bibliographies: 

RS  1583,  L  224-5,  M  27 

Refrains: 

1  VB537 

2  VB620 

3  VB  1900 

4  VB1282 

5  VB462 

Manuscripts: 

K  170bis-170ter 

N 81r-81v 

P  185v-186r-186v 

V 45r-45v 

X122r 

Attribution: 

KN 

Music: 

KNPV 

Editions: 

Steffens  354 

Aubry,  Arsenal  59  (melody,  1  str.) 

Bartsch  242 

Gennrich,  Rhythmik  36  (melody,  1  str.) 

Gennrich,  Rotrouenge  35  (melody) 

La  Borde  II  214 

Monmerque-Michel  32 

Rosenberg  249  (melody) 

Schlager  xxi  (melody,  1  str.) 

Spanke  431  (melody,  1/2  str.) 

Structure: 
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11.    Qui       Jones        est  et  sa     •     des  et  sa     •     ges  as     -     sez. 


3,9  re-mi  P.  |  6,3-4  re,  mi  P.  |  7,1-7  re,  re,  mi,  fa,  sol  descending  plica,  mi-re  KNP 
(-1).  In  all  the  manuscripts  there  is  only  a  single  neume  for  the  word  conme,  which 
should  count  as  two  syllables.  This  phrase  repeats  phrase  5,  which  has  enough  syllables 
because  mi  and  re  are  written  as  separate  neumes.  The  phrase  has  been  emended  in 
accordance  with  line  5.  |  8,3-4  re,  mi  P.  8,4  fa  N,  this  reading  gives  a  literal  repetition 
of  phrase  6.  |  9,10  do-re  NP.  |  10,8  descending  plica  N.  10,9-10  do,  re  P.  |  11,2  fa 
N.  In  all  of  the  manuscripts  the  word  jones  has  only  one  neume  above  it  and  is  coimted 
as  one  syllable  rather  than  two.  11,7-8  do,  re  NP,  literal  repetition  of  phrase  9.  11,10 
do-re  NP. 


Lyrics  29 

1.  L'autrier  chevauchoie  delez  Paris, 
Trouvai  pastorele  gardant  berbiz; 
Descend!  a  terre,  lez  li  m'assis 

Et  ses  amoretes  je  li  requis.  4 

El  me  dist:  "Biau  sire,  par  Saint  Denis, 

J' aim  plus  biau  de  vous  et  mult  nielz  apris. 

Ja,  tant  conme  il  soit  ne  sainz  ne  vis. 

Autre  n'amerai,  je  le  vos  plevis,  8 

Car  il  est  et  biax  et  cortois  et  senez. 

Dex,  je  sui  jonete  et  sadete  et  s'aim  tez 

Qui  Jones  est  et  sades  et  sages  assez." 

2.  Robin  Tatendoit  en  un  valet,  12 
Par  ennui  s'assist  lez  un  buissonet, 

Q'il  s'estoit  levez  trop  matinet 

Pour  coillir  la  rose  et  le  musguet, 

S'ot  ja  a  s'amie  fet  chapelet  16 

Et  a  soi  un  autre  tout  nouvelet. 

Et  dist:  "J^  ^^^  muir,  bele,"  en  son  sonet, 

''Se  plus  demorez  un  seul  petitet, 

James  vif  ne  mi  trouverez.  20 

Tres  douce  damoisele,  vous  m'ocirrez 
Se  vous  voulez." 

3.  Quant  ele  Toi"  si  desconforter, 

Tantost  vint  a  li  sanz  demorer.  24 

Qui  lors  les  vei'st  joie  demener, 
Robin  debruisier  et  Marot  baler! 
Lez  un  buissonet  s'alerent  joer, 
Ne  sai  q'il  i  firent,  n'en  qier  parler,  28 

Mes  n'i  voudrent  pas  granment  demorer, 
Ainz  se  releverent  pour  melz  noter 
Ceste  pastorele: 
Va  li  doriax  li  doriax  lairele.  32 

4.  Je  m'arestai  done  iluec  endroit. 
Si  vi  la  grant  joie  que  cil  fesoit 
Et  le  grant  solaz  que  il  demenoit 

Qui  onques  amors  servies  n'avoit,  36 

Et  dis:  "]e  maudi  amors  orendroit. 
Qui  tant  m'ont  tenu  lone  tens  a  destroit; 
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Ges  ai  plus  servies  q'onme  qui  soit 

N'onques  n'en  oi  bien,  si  n'est  ce  pas  droit;       40 

Pour  ce  les  maudi. 
Male  honte  ait  il  qui  Amors  parti 

Quant  g'i  ai  failUr 

5.  De  si  loig  conme  li  bergiers  me  vit,  44 

S'escria  mult  haut  et  si  me  dist: 
''Alez  vostre  voie,  por  Jhesu  Crist, 
Ne  nos  tolez  pas  nostre  deduit! 
J'ai  mult  plus  de  joie  et  de  delit  48 

Que  li  rois  de  France  n'en  a,  ce  cuit; 
S'il  a  sa  richece,  je  la  li  cuit 
Et  j'ai  m'amiete  et  jor  et  nuit, 

Ne  ja  ne  departiron.  52 

Dancez,  bele  Marion! 

Ja  n'aim  je  riens  se  vous  non." 


Rejected  Readings 

5.  11  ybr  el    ||   12.  matendoit    ||   23.  el  (-1)    |  44.  con  (-1) 

Variants 

1-28.  missing  in  X  ||  2.  brebiz  V.  3.  delez  (+1)  V.  4.  et  et  ses  (+1)  P.  5.  ele 
(+1)  V.  6.  biaus  N;  et  et  mult  (+1)  P.  7.  com  il  (-1)  V;  ne  mors  ne  vis  V.  11. 
qui  joenne  N,  jennes  V.  |  14.  s'estoit]  estoit  N.  15.  rose]  rousee  V.  16.  ja 
ja  a  s'amie  (+1)  N;  fet  un  c.  (+1)  V.  17.  imt  N.  20.  vis  P;  ne  me  NV;  verrez 
(-1)  V.  21.  Tres]  he  V;  damoisele]  besselete  P;  m'orcirrez  N.  1  23.  el  N, 
cele  V.  24.  lui  P.  28.  que  il  firent  V;  paller  V.  29.  granment]  longuement 
(+1)  V.  32.  lairele]  la  durele  X.  |  33.  et  NPVX.  34.  vit  N.  35.  granz  N;  qu'il 
(-1)  X.  36.  servie  V.  37.  di  PV,  38.  m'ont  tant  P.  39.  que  honme  (+1)  V.  40. 
ce  n'est  mie  droiz  V.  42.  cil  qui  amours  pert  (-1)  V.  |  44-54.  stanza  omitted 
in  PV.  44.  con  (-1)  X.  48.  mult  omitted  N  (-1).  49.  ce]  se  X;  ce  cuiit  N.  50. 
quit  X. 

Notes 

1-28.  MS  X  is  missing  a  leaf  (fol.  121)  that  undoubtedly  included  these 

stanzas.  The  leaf  was  replaced  in  the  eighteenth  centiuy  by  a  copy  of  the 

text  of  MS  N. 
10-11.  The  use  of  the  nominative  tez  instead  of  the  oblique  tel  seenxs  to  be 

an  example  of  attraction  caused  by  the  subject  relative  pronoim  qui 

(Moignet  90). 


Lyrics  31 

20.  mi,  me,  Picard  form  (Moignet  38). 

24.  li  (m.),  him. 

25.  Qui  lors  les  vei'st,  "You  should  have  seen  them!" 

28.  Ne  sai  q'il  ifirent,  "I  do  not  know  what  they  did  there." 

32.  Onomatopoetic  refrain. 

39.  ge-s,  contraction  of  je  les. 

42.  qui,  i.e.,  cui.  "A  curse  on  him  whom  Love  has  favored." 

50.  cuit  PI  3  quiter,  to  give  up,  yield. 

Versification 

This  pastourelle,  consisting  of  five  stanzas  of  eight  decasyllabic  lines,  poses 
an  interesting  metrical  problem.  The  normal  division  of  a  ten-syllable  line 
in  Old  French  lyric  is  6  +  4  or  4  +  6.  But  many  of  the  lines  in  this  poem  are 
of  the  taratantara  type  which  divides  the  line  into  two  five-syllable  halves 
(5  +  5).  This  type  of  caesura  occurs  frequently  in  poetry  of  popular 
character  but  is  very  rare  in  the  courtly  chanson  (Jeanroy,  Origines  356; 
Dragonetti  495-99).  However,  some  of  the  lines  (7, 12, 14, 15,  24,  33, 45, 47, 
48,  51)  are  one  syllable  short,  having  the  division  5  +  4.  According  to 
Michel  Burger,  this  variant  of  the  ten-syllable  line  derives  from  the  arte 
mayor  and  appeeu-s  quite  frequently  in  earliest  pastourelles  (see  Burger  30- 
46,  particularly  44-45  where  he  discusses  this  poem).  Jeanroy,  on  the  other 
hand,  would  prefer  to  regularize  these  lines  {Review  443).  Some  lines  Cem 
be  regularized  if  a  n\ute  -e  is  not  elided  before  a  vowel  (lines  15,  48,  and 

51,  for  example).  But  in  other  lines  (12,  24,  45,  and  47)  there  is  no  practical 
way  of  restoring  the  meter.  Consequently,  the  text  has  not  been  emended. 

It  should  be  noted  that  all  of  the  rhymes  in  the  stanzas  are  masculine. 
The  only  fen\inine  rhyme  appears  in  the  refradn  of  stanza  3. 

The  refrains  of  stanzas  1,  3,  4,  and  5  appear  only  in  this  poem.  The 
second  refrain  (VB  620)  also  occurs  in  two  multiple-refrain  love  songs,  RS 
824  (str.  5)  and  RS  979  (str.  6). 

Music 

This  song  has  a  rather  simple  repetitive  melody — AA'AA'  BB'BB'  vR — 
which  reflects  the  metrical  structure  of  decasyllabic  lines  in  stanzas  based 
on  a  single  rhyme  sound.  The  differences  between  A-A'  and  B-B'  are  very 
smcdl,  consisting  of  only  a  slight  variation  at  the  end  of  the  phrcise  that 
n\akes  it  either  open  or  closed.  The  manuscripts  provide  the  music  for  the 
transitional  line  and  refrain  of  only  the  first  stanza,  and  these  too  show  a 
similar  repetitive  structure:  the  two  phrases  of  the  refrain  are  open  and 
closed  versions  of  the  transitional  line  (or  C/CC).  The  melodies  of  the 
refrains  of  stanzas  2-5  are  not  notated  and  are  not  found  in  any  other 
sources. 

The  melody  is  interesting  in  that  it  shifts  from  one  chain  of  thirds, 
re-fa-la,  to  «mother,  do-mi-sol.  The  musical  phrases  A  eind  A'  begin  with  a 
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vjiriant  of  a  recitation  on  la  and  have  re  and  la  as  clear  structural  tones.  In 
B  and  B'  this  chain  is  reduced  to  a  third,  re-fa,  and  the  secondary  chain, 
do-mi-sol,  becomes  more  apparent,  particularly  in  the  second  half  of  the 
line.  These  lines  serve  as  a  transition,  in  the  first  stanza  at  least,  to  the 
refrain  and  its  introductory  verse,  where  the  chain  do-mi-sol  comes  to 
dominate.  The  piece  ends  with  do  as  the  final  tone. 
Manuscript  V  has  a  completely  different  melody. 


De  chanter  m'est  pris  cor  age 


Bibliographies:      RS  22,  L  224-2,  M  1109 
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1,4  omitted  N.  Ifi  la  NX.  |  23  no  plica  X.  2,5  fa  NPX,  this  reading  is  an  exact 
repetition  of  phrase  4.  2,6  illegible  N.  |  3,1  la  X.  3,8  la-ti  N;  no  plica  X.  |  4,3  descending 
plica  NP;  no  plica  X.  4,4  sol-fa-mi-re  X.  |  6,4  no  plica  X.  |  7,4  do'-la  NPX.  All  of  the 
manuscripts  (including  K)  have  this  version  of  the  phrase  in  song  7  (RS  614)  which 
shares  the  same  melody.  7,5  la  descending  plica  P.  7,6  sol  P;  no  plica  X.  7,7-8  fa-mi-re, 
do  NX.   I  8,5  la-sol  NPX. 


Lyrics  35 

1.  De  chanter  m'est  pris  corage 
Pour  la  tres  bele  loer, 

Ce  que  n'ai  pas  en  usage; 

Mes  amors  me  font  chanter  4 

Qui  souvent  me  font  trenbler. 

Li  maus  d' amors,  c'est  la  rage; 

Bien  sai,  s'il  ne  m'asoage, 

Je  ne  puis  longues  durer.  8 

2.  Amors,  je  vous  faz  honmage. 
Car  je  me  puis  bien  vanter 
Que  je  aim  la  plus  tres  sage 

Dont  oisse  onques  parler,  12 

Qui  plus  biau  se  set  porter 

Sanz  orgueil  et  sanz  outrage, 

Ne  ja  pour  son  grant  parage 

Ne  voudra  beuban  mener.  16 

3.  Je  Tai  trop  lone  tens  amee, 
Onques  ne  li  fis  savoir; 
Ne  voudroie  que  blasmee 

Fust  de  moi  pour  nul  avoir,  20 

Car  en  son  pais  pour  voir 

N'en  a  nule  plus  loee, 

Q'on  dit  q'il  n'est  ame  nee 

Qui  ses  amors  puisse  avoir.  24 

4.  G'en  pert  et  solaz  et  joie 
Quant  je  n'i  puis  avenir, 
Qu'en  me  dit  que  melz  porroie 

La  roine  convertir;  28 

Si  ne  sai  que  devenir. 

Car  siens  sui  ou  que  je  sole, 

Ne  ja,  se  s'amor  n'est  moie, 

Ne  me  puet  joie  venir.  32 

5.  Chanson  par  amors  trouvee, 
Salue  moi  la  vaillant 

Et,  se  ton  chant  ne  li  gree, 

Di  li  qu'el  le  me  remant;  36 
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Ja  ne  seras  dite  avant. 

Mes  soies  de  li  amee, 

Tu  seras  souvent  chantee 

De  fin  cuer  baut  et  joiant.  40 


Rejected  Readings 

40.  bauz 

Variants 

3.  n'a  pas  N.  ||  11.  car  j'aim  la  tres  plus  sage  (-1)  X.  12.  j'oisse  N,  oissies 
X;  paller  V.  15.  na  ja  por  si  grant  outrage  N.  ||  17.  tant  lone  lone  tens  (+1) 
N.  20.  fu  por  moi  N.  21.  en  sa  rue  P.  22.  si  loee  N.  23.  dist  V.  \\  25.  L'en 
pert  PV.  27.  dist  V.  30.  ear]  que  V.  31.  ne  ja  omitted  V  (-2);  I'amor  V.  ||  36. 
qu'ele  me  NVX.  38.  soiez  P,  se  es  V.  40.  baut]  liez  P;  et  baus  et  joiant  (+1) 
X. 

Notes 

19-20.  que  blasmeefust  de  moi,  "that  she  be  blamed  beeause  of  me." 
34.  Salue  moi,  dative  of  interest,  "greet  (her)  for  me." 

Versification 

This  eourtly  chanson  eonsists  of  five  isometrie  stanzas  of  eight  heptasyllabie 
lines.  Aeeording  to  Dragonetti,  this  structure  occurs  frequently  (387),  and 
the  combination  of  alternating  rhymes  followed  by  enclosing  rhyntes  is  the 
dominant  type  in  courty  lyric  (441).  MW  list  128  pieces  with  this  rhyme 
scheme  of  which  nineteen  have  seven-syllable  lines.  Richard  uses  exactly 
the  same  structure  in  song  7  (RS  614). 

Stanzas  1-2  of  this  poem  present  the  only  example  of  cohlas  doblas  in  the 
works  of  Richard. 

Music 

This  melody  has  the  typical  structure  of  a  courtly  chanson,  AB  AB  X. 
Unlike  Richard's  other  melodies,  it  moves  quite  freely  throughout  the  piece 
within  the  octave  from  re  to  re'.  Phrase  A  begins  with  a  recitation  on  re', 
and  like  phrase  D  it  develops  the  upper  part  of  the  range,  while  phrases 
C  and  F  concentrate  on  the  lower  part.  Phrases  B  and  E  make  use  of  the 
whole  range  in  a  descending  pattern  which  acts  as  a  transition  from  the 
upper  to  the  lower  range.  Richard  used  the  same  melody  for  song  7  (RS 
614),  another  courtly  love  song  which  also  shares  the  same  rhyn\e  scheme. 
Manuscript  V  presents  a  distinct  melody  and  has  different  melodies  for 
songs  2  and  7  (RS  22  and  614). 


Par  amors  ferai  changon 


Bibliographies: 
Refrain: 

RS  1860,  L  224-10,  M  1237 
VB  417,  variable  refrain 

Manuscripts: 

K 171-172 

N  82r-82v 

P  101r-101v-102r 

V  46r-46v 

X  122v-123r 

Attribution: 

KNPX 

Music: 

KNPVX 

Editions: 

Steffens  360 

Aubry,  Arsenal  60  (melody, 
Noack  141 

Istr.) 

Structure: 

Rosenberg  254  (melody) 
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10.  Que       vostre         a     -      mor         me         fust  do     -      ne 


The  flat  signs  are  given  as  they  appear  in  MS  K.  A  small  arrow  above  the  staff 
indicates  the  beginning  of  a  new  staff  in  the  manuscript.  See  notes  for  a  discussion  of 
the  flat  signs  in  the  other  manuscripts.  |  1,4  do'  P;  omitted  X.  [  5^  ti-sol  NPX. 
5,4  la-ti  N.    I  9,1  mi',  fa'  K  (+1).  9,4  re'  X. 


Lyrics  39 

1.  Par  amors  ferai  chanson 
Pour  la  tres  bele  loer; 
Tout  me  sui  mis  a  bandon 
En  li  servir  et  amer; 

Mult  m'a  fet  maus  endurer,  5 

Sin  atent  le  guerredon, 

N'onques  n'en  oi  se  mal  non. 
He  las,  si  Tai  je  tant  amee! 

Dame,  il  fust  mes  bien  seson 
Que  vostre  amor  me  fust  donee.  lo 

2.  Onques  riens  mes  cuers  n'ama 
Fors  la  bele  pour  qui  chant, 
Ne  James  riens  n'amera, 

Ce  sai  je  bien  autretant. 

Ma  douce  dame  vaillant,  15 

Bien  sai,  quant  il  vos  plera. 

En  pou  d'eure  me  sera 
Ma  grant  paine  guerredonnee. 

Dame  qui  je  aim  pieg'a, 
Et  quant  m'iert  vostre  amor  donee?  20 

3.  Dame  ou  touz  biens  sont  assis, 
Une  riens  dire  vos  vueil: 

Se  vous  estes  de  haut  pris. 

Pour  Dieu,  gardez  vous  d'orgueil 

Et  soiez  de  bel  acueil  25 

Et  aus  granz  et  as  petiz; 

Vos  ne  serez  pas  touz  dis 

Ensi  requise  et  demandee. 
Dame  ou  j'ai  tout  mon  cuer  mis, 

Et  quant  m'iert  vostre  amor  donee?  30 

4.  Se  vous  vivez  longuement. 
Dame,  il  ert  oncore  un  tens 
Ou  viellece  vous  atent, 
Lors  diroiz  a  toutes  genz: 

"Lasse,  je  fui  de  mal  sens,  35 

Que  n'amai  en  mon  jouvent, 
Ou  requise  iere  souvent; 
Or  sui  de  chascun  refusee." 
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Dame  que  j'aim  loiaument, 
Et  quant  m'iert  vostre  amor  donee?  40 

5.  Chanson,  va  tost  sanz  delai 

A  la  tres  bele  au  vis  cler 

Et  si  li  di  de  par  moi 

Que  je  muir  por  bien  amer. 

Car  je  ne  puis  plus  durer  45 

A  la  dolor  que  je  trai, 

Ne  ja  respas  n'en  arrai. 
Puis  que  ma  mort  tant  li  agree. 

Dame  que  j'aim  de  cuer  vrai, 
Et  quant  m'iert  vostre  amor  donee?  so 


Variants 

3.  mis  en  abandon  (+1)  X.  6.  si  en  atent  (+1)  P,  j'en  atent  V.  9.  bien  mes 
seson  N.  ||  12.  la  la  bele  por  qui  je  chant  (+2)  N.  13.  n'amerai  X.  14.  sai  je] 
sachiez  V.  19-20.  omitted  in  V.  19.  qui]  que  NP;  j'aim  grant  piecea  X.  20. 
m'iert  omitted  P  (-1).  ||  25.  soies  PX.  26.  au  petiz  N,  a  petis  X.  28.  et]  ne  V. 
29.  Dame  il  fust  etc.  V.  30.  et  quant  etc.  N.  ||  32.  uns  tenz  V.  35.  mas  sens 
N.  36.  ma  jouvent  P.  37.  iere]  fui  V.  39.  Dame  il  fust  etc.  V.  40.  et  quant  etc. 
N;  doner  X.  ||  41.  Cham^on  N;  va  t'ent  V,  va  t'en  X.  42.  cler  vis  V.  47. 
respas]  respons  N.  48.  tant  li  gree  (-1)  V.  49.  Dame  etc.  V;  verai  (+1)  NX. 
50.  done  N. 

Notes 

6.  si-n,  contraction  of  si  en. 

19.  qui,  i.e.,  cui,  direct  object. 

26.  aus,  as,  contraction  of  a  +  les. 

31-38.  The  theme  of  this  stanza,  although  it  becomes  well  known  later 
with  the  poetry  of  Ronsard  ("Quand  vous  serez  bien  vieille"),  is 
very  rare  in  the  poetry  of  this  period.  In  fact,  it  is  possible  that  this 
is  the  only  example. 

Versification 

This  love  song  has  the  structure  of  a  courtly  chanson  to  which  a  variable 
refrain  has  been  added.  The  rhyme  scheme,  abab  baac',  is  of  the  type  cadena 
caudada  to  which  an  extra  rhyme  has  been  added.  This  stanza  derives  from 
a  courtly  stanza  of  seven  lines  to  which  a  rhyme  estramp  has  been  added 
(Dragonetti  436).  This  additional  rhyme  links  the  refrain  to  the  stanza.  MW 
list  only  three  poenxs  with  this  structure. 

This  VeU"iable  refrain  is  found  only  in  this  piece.  The  variations  in  the 
first  line  of  the  refrain  are  necessitated  by  the  rhyme  schen\e,  since  the 
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refreiin  repeats  the  rhyme  and  the  number  of  syllables  of  the  last  two  lines 
of  the  stanza.  The  meaning  of  the  refrain  remains  the  same  in  stanzas  2-5 
in  spite  of  the  sn\all  variations  in  the  first  line.  The  change  in  the  refrain 
between  the  first  stanza  cind  the  others  is  ntore  significant.  In  the  first 
stanza,  the  poet  declares  that  it  is  time  that  his  lady  give  him  her  love.  He 
believes  he  n\erits  it  by  his  service  and  his  suffering.  In  the  other  stanzas, 
this  declaration  becomes  a  question  that  reveals  his  in\patience  (Johnson, 
Refrain  165-67).  It  is  quite  rare  to  have  a  significant  change  in  the  refrain 
at  the  beginning  of  a  poem.  Normally  such  chzmges  occur  in  the  final 
stanza. 

Music 

The  manuscripts  do  not  agree  on  which  b's  are  to  be  flatted  in  the  two 
melodic  phrases  of  lines  7-10.  All  mzmuscripts  indicate  a  flat  (either  before 
the  note  or  at  the  beginning  of  the  staff)  for  10,7-8,  but  the  flat  appecirs 
only  in  KNX  for  the  corresponding  notes  in  line  8.  MSS  KX  would  seem  to 
indicate  a  flat  for  10,3,  since  the  flat  sign  appears  at  the  beginning  of  the 
staff  in  which  the  note  appears,  but  none  of  the  manuscripts  show  a  flat 
before  its  counterpart  in  8,3.  The  scribe  of  MS  X  places  a  flat  sign  at  the 
beginning  of  every  staff  from  8,6  on.  This  would  imply  that  9,7  should  be 
flatted  as  well.  The  other  manuscripts  do  not  indicate  a  flat  at  this  point, 
cmd  none  of  them  show  a  flat  before  7,7. 

The  structure  of  this  melody,  ABAC  DEFG  /  FG,  is  more  con\plex 
than  those  of  the  other  songs,  and  it  seems  to  be  a  variant  of  the  common 
AB  AB  X  structure.  Phrase  A  of  thefrons  introduces  a  melodic  line  which 
is  repeated  with  a  few  changes  in  F.  This  phrase  therefore  links  the  three 
parts  of  the  poem— /ro«s,  cauda,  cind  refrain — and  it  also  reinforces  the 
rhyme  schen\e  of  the  poem,  since  it  appears  consistently  with  the  a-  rhyn\e. 

The  melody  has  a  wide  range  from  mi  to  sol'.  The  opening  phrase  A, 
its  Vciriant  F,  and  E  explore  the  upper  part  of  this  range,  while  phrases  B, 
C,  and  G  concentrate  on  the  lower  part. 

Memuscript  V  has  a  different  melody. 


Mult  ai  chante,  riens  ne  m'i  puet  valoir 
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23  do'  descending  plica  N.  2,7  la-sol-fa  P.  |  4,3  do'  descending  plica  N.  4,4  la-sol  P. 
4,5  la  P.  4,7  ti-la-sol  P.  |  6,4  fa'-mi'-re'  P.  6,6-7  no  plica  X.  6,8  descending  plica  N.  | 
8,2  no  plica  X. 


Lyrics  45 

1.  Mult  ai  chante,  riens  ne  m'i  puet  valoir. 
Car  de  mon  chant  a  ma  dame  n'en  chaut; 
Si  ai  plore  souvent  par  desespoir, 

Mes  ne  chanter  ne  plorer  ne  m'i  vaut.  4 

Fox  fu  mes  cuers  quant  il  pensa  si  haut 

Ou  avenir  ne  puet  pour  nul  avoir. 

La  ou  merci  crier  riens  ne  li  vaut, 

Ne  priere  n'umblement  souploier;  8 

Si  puis  vraiement  chanter  dont: 

Je  sui  li  mains  amez  du  mont 

Et  aim  plus  que  tuit  cil  qui  sont. 

2.  Atomez  sui,  bien  le  voi,  au  languir,  12 
C'onques  mes  riens  ne  fu  si  entrepris. 

Car  d'amer  la  ne  me  puis  repentir 

Et  si  voi  bien  que  avenir  n'i  puis; 

Pour  ce  chastoi  cil  qui  n'ont  pas  apris  16 

Le  grant  ennui  qui  d'amors  puet  venir: 

Au  conmencier  se  gardent  bien  touz  dis. 

Car  j'ai  amors  dont  me  couvient  morir 

Tout  sanz  nul  resort.  20 

Gardez  bien  voz  amoretes, 
Les  moies  m'ont  mort. 

3.  Ele  me  fet  a  duel  ma  vie  user. 

Car  je  ne  puis  pour  riens  avoir  s'amor;  24 

Ne  me  chausist  ja  de  maus  endurer 

Ne  de  paines  plus  q'un  ribaut  de  for, 

Se  cuidasse  oncore  au  chief  du  tor 

En  ma  dame  nule  merci  trouver.  28 

Biau  sire  Dex,  verrai  je  ja  le  jor 

Que  seul  a  seul  li  poisse  chanter 

Ceste  chanson: 

Vous  avez  mon  cuer  32 

Et  j'ai  vostre  amor  en  ma  prison. 

4.  Hors  du  pais  m'en  couvendra  fou'ir. 
Car  je  ne  puis  plus  ces  maus  endurer 

Que  ma  dame  m'i  a  fet  tant  sousfrir  36 

Et  si  ne  puis  en  li  merci  trouver; 
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Si  me  vient  melz  ma  vie  ailleurs  sauver 

Que  ci  a  duel  et  a  torment  morir; 

Ne  ^a  ne  pens  james  jor  retomer  40 

Se  ma  dame  ne  venoit  a  plesir. 

Dex,  qui  set  pour  quoi  el  m'enchace? 

Di  je  done,  faz  je  done 

Chose  qu' autre  nefaee?  44 

5.       Chan^onete,  tu  me  salueras 

La  plus  douce  qui  el  mont  n'a  sa  per. 
As  ensaignes  que  a  un  soir  tout  bas 
Soe  merci  daigna  a  moi  parler,  48 

Mes  n'i  osai  pas  granment  demorer. 
Car  je  cuidai  q'il  ne  li  pleiist  pas, 
Et  si  li  di,  pour  Dieu  ne  li  celer, 
Gart  bien  mon  cuer  qu'ele  tient  en  ses  las  52 

Et  en  sa  baillie. 

Dex,  de  mon  euer  n'ai  mie, 

Ainz  I'a  ma  douce  amie. 

Rejected  Readings 

5.  mon  cuer   |  8.  nublement   ||   10.  le    |  12.  a  alanguir  (+1)    I  52.  gar 

Variants 

1.  me  puet  X.  2.  ne  chaut  VX,  ne  chant  N.  4.  ne  plorer  ne  chanter  V.  5.  mon 
P;  cuer  NP;  si  si  haut  (+1)  N.  8.  nublement  NP,  humblement  V.  9. 
veraiement  (+1)  N;  chanter  que  V.  10.  le  PX;  ame  P.  11.  j'aim  N,  si  aing  (+1) 
V;  qui  i  sont  (+1)  V.  ||  12.  voi  a  languir  N.  13.  mes  omitted  N  (-1);  riens] 
nus  V.  14.  la]  laz  V.  16.  ce  omitted  N  (-1);  cil]  eel  V.  18.  si  P,  s'en  V.  19.  par 
Dieu  amors  V.  20.  resort]  deport  V.  21.  gardez  vos  bien  d'amoretes  N.  || 
23.  ma  vie  a  duel  user  N.  25.  ne  ne  me  chausist  (+1)  N;  des  maus  NV.  26. 
ne  des  paines  V.  27.  encor  tout  achever  (-1)  V.  29.  je  omitted  X  (-1).  30. 
chanter]  conter  N.  31.  ceste  chanter  ceste  chanson  (+4)  P.  ||  36.  me  fet  trop 
maux  souffrir  V.  38.  aillors  ma  vie  sauver  N.  40.  ^a]  ja  P,  sai  V;  james  mil 
jor  (+1)  X.  42.  e  Diex  (+1)  V;  ele  (+1)  V,  il  X;  me  chace  NV.  44.  que  autre 
P.    0  45-55.  stanza  omitted  in  V.  49.  osa  N. 

Notes 

16.  cil.  All  of  the  manuscripts  have  the  nominative  cil  instead  of  the 
oblique  eels,  ceus.  Lucien  Foulet  notes  this  usage  and  attributes  it  to  the 
weakening  of  the  case  system  {Petite  Syntaxe  171).  It  is  also  possible  that 
the  nominative  case  is  used  because  of  the  attraction  of  the  subject 
relative  pronoun  qui  (Moignet  90). 
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25-26.  "I  would  not  mind  enduring  torment  and  suffering  any  more  than 
a  scoxmdrel  worries  about  the  price  (of  things  he  steals),  if  I  believed 
that  in  the  end  my  lady  would  show  me  some  mercy  {literally,  I  would 
find  any  mercy  in  my  lady)." 

45.  Tu  me  salueras,  dative  of  interest,  "You  will  greet  for  me,  on  my 
behalf." 

47.  as,  contraction  of  a  +  les. 

Versification 

This  multiple-refrain  love  song  uses  a  typical  courtly  structure  for  its 
stanzas.  The  five  coblas  singulars  aie  each  followed  by  a  transitional  line  of 
variable  length  that  links  the  refrain  to  the  stanza.  The  rhyme  scheme  abab 
baba  is  a  variant  of  the  eight-line  stanza  called  cobla  encadenada,  with  the 
rhymes  appearing  in  reverse  order  in  the  cauda  (Dragonetti  435).  MW  find 
forty-two  pieces  with  this  rhyme  scheme. 

The  a-rhyme  of  the  first  stanza  is  noteworthy:  valoir,  desespoir,  avoir,  ju\d 
souploier. 

All  of  the  refrains  occur  in  other  poems.  The  first  (VB 1134)  also  appears 
in  a  single-refrain  love  song,  RS  1387a;  the  second  (VB  766)  in  a  motet,  M 
82;  the  third  (VB  1852)  in  a  multiple-refrain  pastourelle,  RS  1372  (str.  5);  the 
fourth  (VB  582)  in  a  multiple-refrain  love  song,  RS  536  (str.  4);  and  the  last 
(VB  505)  in  a  single-refrain  religious  lyric,  RS  902a. 

Music 

All  of  the  manuscripts  have  a  flat  sign  before  8,5,  and  the  sign  appears  at 
the  beginning  of  each  staff  after  that  to  the  end  of  the  song. 

The  melody  has  the  widest  range  of  Richard's  songs,  extending  from  re 
to  fa'.  The  structure  is  that  of  a  courtly  chanson  (AB  AB  X)  modified  by  the 
inclusion  of  a  transitional  line  and  refrains.  The  melody  moves  fron\  the 
chain /fl-/fl-^o',  which  dominates  phrases  A  and  B,  to  the  tetrachord  above 
which  is  explored  in  phrases  C  and  D.  After  a  rather  dramatic  build  to  fa' 
in  D,  phrase  E  returns  to  the  lower  part  of  the  range,  leading  into  the 
transition  to  the  refrain.  The  two  lines  of  the  refrain  are  open  and  closed 
versions,  with  slight  variations,  of  the  same  melodic  line.  The  refrain 
returns  and  develops  the  lower  end  of  the  original  chain,  fa-la.  The 
melodies  of  the  refrains  of  stanzas  2-5  are  not  notated,  and  they  are  not 
found  in  any  other  source. 


Changon  ferai  plain  d'ire  et  de  pensee 
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V47r 

X  124r-124v 

Attribution: 

KNPX 

Music: 

KNPVX 

Editions: 

Steffens  343 

Aubry,  Arsenal  60  (melody,  1  str.) 

Cremonesi  217 

Gennrich,  Rotrouenge  58  (melody) 

Noack  114 

Structure: 

Toja  446 

MW  449,1,  coblas  capcaudadas 

Text:          a'     a'      b      b      b     a' 

C 

C    C 

A' 

10    10        6      6      7     6 

6 

6     7 

6 

Music:     A     A  B  / 

Model  for  RS  1182  (song  to  the  Virgin) 


RS538 
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10.       Plus        vous        aim         que        riens         ne 


1,4  omitted  X  (-1).  1,10  la,  la-la-sol  X  (+1).  1,11  fa  NPX,  this  reading  gives  an  exact 
repetition  of  phrase  2.  |  4,1-5  mi,  fa,  sol,  sol,  fa-mi,  fa-mi  X  (+1).  |  7,3  no  flat 
indicated  P.  7,6  descending  plica  X.  |  9,1-3  mi,  fa,  sol  X.  93  fa,  sol  N  (+1).  |  10,1-2 
do,  re  X. 


Lyrics  51 

1.  Changon  ferai  plain  d'ire  et  de  pensee 
Pour  cele  riens  el  mont  qui  plus  m' agree; 

He  las!  onques  n'ama 

De  cuer  qui  li  blasma. 
Dex,  pour  quoi  escondit  m'a?  5 

El  m'a  la  mort  donee. 

Douce  dame  de  pris 

Qui  je  lo  tant  et  pris, 
Si  m'a  vostre  amor  sorpris. 

Plus  vous  aim  que  riens  nee.  lo 

2.  La  fine  amor  qui  m'est  el  cuer  entree 
N'en  puet  partir,  c'est  dont  chose  passee. 

Bien  voi,  tuer  me  puis 

Ou  noier  en  un  puis. 
Car  ja  n'avrai  joie  puis  15 

Qu'a  m'amor  refusee. 

Douce  [dame  de  pris, 

Qui  je  lo  tant  et  pris. 
Si  m'a  vostre  amor  sorpris. 

Plus  vous  aim  que  riens  nee].  20 

3.  Ele  est  et  bele  et  blonde  et  acesmee. 
Plus  blanche  assez  que  la  flor  en  la  pree; 

Ne  sai  de  son  ator 

N'en  chastiau  ne  en  tour 
Nule,  s[i]  en  sui  au  tor  25 

De  morir  s'il  li  gree. 

Douce  [dame  de  pris  ' 

Qui  je  lo  tant  et  pris. 
Si  m'a  vostre  amor  sorpris, 

Plus  vous  aim  que  riens  nee].  30 

4.  Douce  dame  qui  j'ai  tant  desirree, 

Ou  j'ai  tout  mis  cuer  et  cors  et  pensee, 
James  nul  mal  n'eiist 
Ne  morir  ne  delist 
Qui  entre  voz  braz  geiist  35 

Jusques  a  I'ajomee. 
Douce  [dame  de  pris 
Qui  je  lo  tant  et  pris. 


52  RICHARD  DE  SEMILLI 

Si  m'a  vostre  amor  sorpris, 

Plus  vous  aim  que  riens  nee].  40 

5.  Chanson  que  j'ai  par  fine  amor  trouvee, 

Va  devant  I'uis,  si  seras  citolee, 

Ou  la  tres  bele  maint 

Qui  m'a  fet  ennui  maint, 
Prie  li  qu[e]  ele  m'aint  45 

Ou  ma  joie  est  finee. 

[Douce  dame  de  pris 

Qui  je  lo  tant  etpris, 
Si  m'a  vostre  amor  sorpris, 

Plus  vous  aim  que  riens  nee].  so 

Rejected  Readings 

25.  sen  sui  (-1)    0  36.  jusques  a  lainz  jomee    U  45.  quele  (-1) 

Variants 

1.  plainz  V;  pesance  V.  2.  du  mont  V;  que  plus  P.  4.  mes  cuers  PVX;  qui  la 
me  blasma  (+1)  N.  6.  el]  et  V.  8.  que  je  X,  qui  ici  lo  (+1)  V.  |  12.  done  N; 
chose  prouvee  VX.  15.  car]  et  V;  ja  omitted  N  (-1).  16.  qu'ele  a  (+1)  V,  que 
m'amor  X.  17.  refrain  omitted  in  P,  D.  dame  N,  D.  d.  de  pris  etc.  V.  |  22. 
f.  que  en  la  pree  (+1)  V.  24.  en  chasteau  N.  25.  s'en  sui  (-1)  NPVX.  26.  de 
morir]  d' amours  V;  agree  (+1)  VX.  27.  D.  dame  de  priz  etc.  V.  B  31-  qui] 
que  NP.  32.  j'ai]  ja  N;  cuers  N.  34.  deiist]  peiist  N.  36.  jusques  a  lainz  jomee 
NPX.  37.  D.  dame  de  priz  V;  refrain  omitted  in  P.  ||  41.  que]  qui  X.  42. 
devant  li  V;  citolee]  acolee  VX.  45.  priez  V;  qu'ele  NPVX.  47.  Douce  PX, 
Douce  dan\e  NV. 

Notes 

4.  qui,  "he  who." 

Refr.  qui,  i.e.,  cui,  direct  object. 

16.  Qu'a  m'amor  refusee,  "since  she  has  refused  my  love." 

23-26.  "I  know  of  no  lady  of  her  character  (nature)  either  in  a  castle  or  a 

tower,  and  so  I  am  prepared  to  die  (for  her  love),  if  she  wishes." 
25.  This  line  is  one  syllable  short  in  all  of  the  manuscripts. 
31.  qui,  i.e.,  cui,  direct  object. 
42-43.  I'huis  is  the  antecedent  of  the  relative  ou. 
45.  This  line  is  a  syllable  short  in  all  of  the  manuscripts. 

Versification 

This  love  song,  completely  courtly  in  its  tone,  shares  its  metrical  structiwe 

and  music  with  the  pastourelle  that  follows  (song  6,  RS  527).  The  refrain 
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repeats  the  metrical  and  musical  structure  of  the  last  four  lines  of  the 

stanza. 

The  rhymes  of  this  poem  present  a  unique  tour  de  force  in  Richard's 

works.  The  poet,  who  normally  prefers  simple,  sufficient  rhymes,  uses  a 

Vcu-iety  of  difficult  rhymes  here,  especially  in  lines  3-5  of  each  stanza  cind 

in  the  refrain: 

str.  1  leonine  and  paronymic  rhyn\es:  ama,  blasma,  m'a 

str.  2  homonymic  rhymes:  puis  (v.),  puis  (n.m.),  puis  (conj.) 

str.  3  homonymic  and  paronymic  rhyn\es:  ator,  tour  (n.f.),  tor  (n.m.) 

str.  4  leonine  rhymes:  eust,  delist,  geust 

str.  5  homonynuc  and  equivocal  rhymes:  maint  (v.),  maint  (adj.),  m'aint 

refr.  homonynuc  and  paronymic  rhymes:  pris  (n.m.),  pris  (v.),  sorpris. 

In  addition,  the  a-rhyme  repeats  the  same  rhyme  sound  in  all  of  the 

stanzas,  making  the  last  rhyme  of  one  stanza  the  first  rhyme  of  the  next, 

or  coblas  capcaudadas. 

VB  does  not  list  any  other  examples  of  this  refrain. 

Music 

Manuscripts  KNX  all  have  a  b-flat  sign  after  the  clef  in  all  staffs  that 
contain  a  h.  MS  P  also  has  b-flat  signs  in  the  initial  staffs,  but  the  sign  is 
not  found  in  the  staff  containing  7,3.  Since  this  phrase  repeats  phrase  3 
where  all  manuscripts  indicate  a  b-flat,  it  would  seem  that  the  missing  sign 
in  P  is  a  scribal  error. 

This  song  has  the  simple  bipartite  structure  A  A  B/B.  Gennrich  designat- 
ed it  as  a  rotrouenge  in  which  the  second  melodic  phrase  expands  to  four 
lines  that  are  then  repeated  by  the  refrain.  Phrase  A  is  a  recitation  on  la 
with  a  very  limited  range.  The  reading  of  MS  K  gives  different  notes  for 
the  final  tones  of  lines  1  and  2,  making  them  open  and  closed  respectively. 
In  MSS  NPX,  line  1  is  a  litercil  repetition  of  line  2,  ending  on^.  Lines  3-5 
(and  their  repetition  in  7-9)  use  a  step-wise  ascending-descending  pattern 
to  gradually  descend  and  add  the  third  member  of  the  chain,  re.  Lines  6 
and  10  have  re  and  fa  as  structural  tones  and  firmly  establish  the  chain 
re-fa-la. 

The  same  melody  is  used  for  song  6  (RS  527). 

Manuscript  V  has  d  n\elody  that  shows  none  of  the  repetitions  found  in 
the  other  manuscripts,  and  it  presents  different  melodies  for  songs  5  and 
6  (RS  538  and  527). 


Je  chevauchai  Vautrier  la  matinee 


Bibliographies: 

RS  527,  L  224-4,  M  536 

Refrain: 

VB1299 

Manuscripts: 
Attribution: 

K  174-175 
N  83v-84r 
P  97r-97v 
V  47r-47v 
X  124v-125r 
KNPX 

Music: 

KNPVX 

Editions: 

Steffens  337 

Aubry,  Arsenal  61  (melody,  1  str.) 

Bartsch  243 

Gennrich,  Rotrouenge  54  (melody) 

Monmerque-Michel  33 

Rosenberg  252  (melody) 

Schlager  xxiii  (melody,  1  str.) 

Structure: 

MW  480,1,  coblas  singulars 

Text:          a'     a'      b      b      b     c' 
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C 
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Music:      A     A 
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6.  Ne         qui  si         bien        m'a    -    gre     -     e. 
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7.  Ma         tres        dou     -     ce     -      te         suer, 
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8.  Vos  a     ■      vez         tout        mon       cuer. 
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w-^ ^— 

9.  Ne         vous  le     -     roie  a  nul        fuer; 
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¥^ 


10.        M'a    ■    mor        vous         ai  do     •      ne     ■      e. 


5,1  mi  P.  5,2-4  mi,  fa-sol  KNPX  (-1).  The  phrase  is  one  syllable  short  in  all  manu- 
scripts. Phrase  9,  which  repeats  this  phrase,  has  the  same  pitches  but  with  a  different 
distribution  that  results  in  enough  syllables— re,  mi,  fa,  sol.  The  phrase  has  been 
emended  in  accordance  with  phrase  9. 
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1.  Je  chevauchai  Tautrier  la  matinee; 
Delez  un  bois,  assez  pres  de  I'entree, 

Gentil  pastore  truis. 

Mes  ne  vi  onques  puis 
[Ne]  si  plaine  de  deduis  5 

Ne  qui  si  bien  m' agree. 

Ma  tres  doucete  suer, 

Vos  avez  tout  mon  cuer, 
Ne  vous  leroie  a  nulfuer; 

M'amor  vous  ai  donee.  lo 

2.  Vers  li  me  tres,  si  descendi  a  terre 
Pour  li  voer  et  por  s'amor  requerre. 

Tout  maintenant  li  dis: 

"Mon  cuer  ai  en  vos  mis. 
Si  m'a  vostre  amor  sorpris,  15 

Plus  vous  aim  que  riens  nee. 

Ma  tres  [doucete  suer, 

Vos  avez  tout  mon  cuer, 
Ne  vous  leroie  a  nul  fuer; 

M'amor  vous  ai  donee]."  20 

3.  Ele  me  dist:  "Sire,  alez  vostre  voie! 
Vez  ci  venir  Robin  qui  j'atendoie. 

Qui  est  et  bel  et  genz. 

S'il  venoit,  sanz  contens 
N'en  iriez  pas,  ce  pens,  25 

Tost  avriez  mellee." 

Ma  tres  [doucete  suer, 

Vos  avez  tout  mon  cuer, 
Ne  vous  leroie  a  nul  fuer, 

M'amor  vous  ai  donee].  30 

4.  'Tl  ne  vendra,  bele  suer,  oncor  mie, 
II  est  dela  le  bois  ou  il  chevrie." 

Dejoste  li  m'assis, 
Mes  braz  au  col  li  mis; 
Ele  m'a  gete  un  ris  35 

Et  dit  qu'ele  ert  tuee. 
Ma  tres  [doucete  suer, 
Vos  avez  tout  mon  cuer. 
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Ne  vous  leroie  a  nulfuer; 

M'amor  vous  ai  donee].  40 

5.  Quant  j'oi  tout  fet  de  li  quanq'il  m'agree, 

Je  la  besai,  a  Dieu  Tai  conmandee. 

Puis  dist,  qu'en  Tot  mult  haut, 

Robin  qui  Ten  assaut: 
"Dehez  ait  hui  qui  en  chaut!  45 

Q!'a  fet  ta  demoree." 

Ma  tres  doucete  suer, 

[Vos  avez  tout  mon  cuer, 
Ne  vous  leroie  a  nul  fuer; 

M'amor  vous  ai  donee].  so 

Rejected  Readings 

5.  -1  (emendation  Jeanroy) 

Variants 

1.  chevauchoie  V.  3.  pastore  i  truis  N.  4.  mes]  si  N.  7.  douce  suer  (-1)  V; 
doucete  suer  vos  suer  (+2)  N.  9.  a  nuel  fuer  X.  10.  donne  N.  H  13.  veoir 
VX.  16.  vous  omitted  X  (-1).  17.  ma  t.  douce  seur  etc.  (-1)  V.  ||  21.  m'a  dit 
V.  22.  R.  que  je  ci  atendoie  (+2)  V.  23.  biaux  V.  25.  ne  mariez  pas  {m'av- 
riez?)  V.  26.  avriez  la  mellee  (+1)  V.  27.  ma  t.  doucete  P,  ma  t.  douce  seur 
etc.  (-1)  V.  II  35.  el  (-1)  N;  me  geta  P,  me  gete  VX;  un  douz  ris  V.  36.  dist 
V.  37.  ma  NP,  ma  t.  douce  suer  etc.  (-1)  V.  ||  41.  j'oi  de  li  fet  tot  N.  43.  dit 
NP;  p.  d.  qu'en  Ten  assaut  X.  44.  R.  son  ami  en  haut  X.  45.  hui  omitted  NV 
(-1).  47.  refrain  omitted  in  P;  ma  tres  NVX. 

Notes 

5.  This  line  is  one  syllable  short  in  all  of  the  manuscripts.  Jeanroy  suggest- 
ed the  emendation  {Review  442). 

12.  voer,  i.e.,  veoir,  voir.  Jeanroy  proposes  this  interpretation  in  his  review 
of  Steffens's  edition  {Review  442),  and  it  is  corroborated  by  the  variemt 
veoir  in  manuscripts  VX. 

22.  qui,  i.e.,  cui,  direct  object. 

32.  The  verb  chevrier  has  two  meanings:  to  tend  goats  and  to  play  the 
bagpipes  (a  musical  instrument  made  of  goatskin).  Both  meanings  are 
possible  here. 

43-44.  Robin  is  the  indrect  object  of  the  verb  dist. 

45.  qui,  i.e.,  cui,  indirect  object. 

Versification 

This  pastourelle  uses  one  of  the  more  complex  forms  of  the  rotrouenge  as 
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defined  by  Gennrich.  The  second  musical  phrase  (B)  extends  to  the  four 
lines  at  the  end  of  the  stzinza  which  provide  the  metrical  and  niusical 
structxu-e  of  the  refrain.  This  is  the  only  piece  listed  by  MW  with  this 
structtire,  but  it  closely  resembles  the  preceding  love  song  by  Richard 
(song  5,  RS  538)  and  an  anonymous  song  to  the  Virgin  (RS  1182).  The 
estramp  rhyme  (c')  at  the  end  of  the  staixza  links  the  refrain  to  the  stanza. 
The  refrain  is  found  only  in  this  poem.  It  is  unusual  for  a  pastourelle 
refrain  in  that  it  presents  the  thoughts  of  the  knight  and  remains  outside 
of  the  dialogue  between  the  knight  and  the  shepherdess  in  cdl  of  the  stan- 
zas, except  perhaps  stanza  2  (Johnson,  Refrain  59-69). 

Music 

All  of  the  manuscripts  agree  on  the  placement  of  the  flat  sign,  and  they 
also  make  line  2  a  literal  repetition  of  line  1  (in  the  preceding  song  MS  K 
presents  open  and  closed  versions  of  this  melodic  line). 

This  song  has  the  same  melody  as  song  5  (RS  538);  detailed  notes 
accompcmy  the  preceding  piece. 


Quant  la  seson  renouvele 


Bibliographies:      RS  614,  L  224-11,  M  1111 


Manuscripts: 

K 175-176 
N84r-84v 
P  96v-97r 
V  47v-48r 
X  125r-125v 

Attribution: 

KNPX 

Music: 

KNPVX 

Editions: 

Steffens  346 

Aubry,  Arsenal  61  (melody,  1  str.) 

Structure: 

MW  860,111,  coblas  singulars 
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l,81a-tiNX.  I  2,3  descending  plica  NPX,  exact  repetition  of  phrase  4.  |  3^  la-ti  NX. 
I  4,3  no  plica  P.  4,4  sol-fa-mi  P.  |  6,4  ti  ascending  plica  NP;  ti  X.  |  8,7  fa-mi-re,  re  X 
(+1). 
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1.  Quant  la  seson  renouvele 
Que  li  douz  tens  doit  venir, 
Lors  n'est  dan\e  ne  pucele 

Que  ne  couviengne  esjoir;  4 

Adonc  ne  me  puis  tenir 

De  fere  chanson  nouvele 

Pour  Tamour  a  la  plus  bele 

De  tout  le  mont  sanz  mentir.  8 

2.  Ne  puis  miier  que  ne  die 
Les  max  qu'el  me  fet  sentir, 
Qu'ele  est  de  tel  seignorie 

Que  nus  n'i  puet  avenir;  12 

Bien  voi  qu'il  m'estuet  morir 

Ne  rien  ne  doing  en  ma  vie. 

Car  avenir  n'i  puis  mie 

Ne  mon  cuer  n'en  puis  partir.  16 

3.  Oeil,  se  n'eiisse  esperance 
De  merci  en  li  trouver, 
Jos  fei'sse  sanz  doutance 

Par  droit  anbesdeus  crever,  20 

Qui  me  fe'istes  amer 

La  plus  tres  bele  de  France. 

Certes  ce  fu  grant  enfance 

De  si  hautement  penser.  24 

4.  Ahi,  cuer  plain  de  sotie! 
Et  conment  t'i  consentis? 
Certes  ce  fu  grant  folie, 

Ne  te  poist  venir  pis;  28 

Car  or  pues  tu  mes  touz  dis 

Ensi  mener  dure  vie, 

Ne  ja  n'en  avras  baillie. 

Car  ele  est  de  trop  haut  pris.  32 

5.  Bien  voi  c'est  perdue  paine, 
Dolent  sui  quant  me  porpens; 
Melz  porroit  Ten  toute  Saigne 
Lancier  en  un  pot  dedenz  36 
Q'i  avenisse  a  nul  tens, 

Se  pitie  ne  li  amaine 
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Et  ce  qu'ele  est  si  tres  plaine 

De  cortoisie  et  de  sens.  40 

6.  Je  dout  mult  qu'ele  n'ait  cure 

De  ma  changon  retenir, 
Mes  qui  touz  les  maus  endure 
Se  doit  un  pou  enhardir;  44 

Coarz  ne  puet  bien  venir, 
Biaucop  gist  en  aventure. 
Va  dont,  chanson,  si  li  jure 
Qu'el  me  fet  a  duel  morir.  48 

Rejected  Readings 

19.  je  for  j-os    ||   38.  pitiez 

Variants 

1.  sesons  V.  2.  douz  tens  tens  doit  (+1)  N.  4.  que  omitted  V;  resjoir  V.  1  9- 
16.  stanza  omitted  in  P.  10.  qu'el]  que  N.  12.  puist  X.  14.  ne  omitted  V  (-1); 
riens  NVX.  ||  19.  j  ci  os  (+2)  N,  vous  feisse  V;  sanz]  par  V.  20.  anbedeus 
NVX.  23.  esfance  P.  ||  25.  Ashi  P,  Hal  V.  26.  et  omitted  N;  t'i  a  consentis 
N,  comment  le  consentiz  V.  29.  or]  ce  V;  touz]  torz  N.  30.  mener  ensi  dure 
vie  N.  31.  baillie]  aie  V.  ||  33-40.  stanza  omitted  in  VX.  34.  sui  qucint  sui 
quant  me  porpens  (+2)  N.  \\  41.  Je]  e  P.  43.  endure  omitted  N  (-2).  44.  en- 
hardir] esbaudir  V.  45.  couart  V.  47.  chanson  omitted  X  (-2). 

Notes 

19.  j'os,  contraction  of  je  vous.  This  is  a  rare  contraction  that  is  found  in 
texts  of  the  north  and  west  (Menard  §  48;  Moignet  38-39). 

35.  toute  Saigne,  "the  whole  Seine."  Jeanroy  suggests  this  interpretation, 
which  seems  the  best,  in  his  list  of  typographical  errors  in  Steffens's  edi- 
tion {Review  441  n.  4).  Moignet  notes  that  the  definite  article  does  not 
regularly  accompany  the  forms  of  tout  with  toponyms  (123). 

39.  et  ce  qu'ele,  "and  the  fact  that  she." 

43.  mes  qui,  "but  he  who." 

Versification 

This  love  song  is  completely  courtly  in  both  tone  and  form.  Stanzas  of  eight 
heptasyllabic  lines  are  encountered  frequently  in  courtly  lyric  (Dragonetti 
387),  and  the  rhyme  scheme,  consisting  of  alternating  rhymes  followed  by  en- 
closing rhymes,  is  the  preferred  form  of  the  trouveres  (Dragonetti  441).  MW 
list  128  poems  with  this  rhyme  scheme  of  which  nineteen  have  heptasyllabic 
lines.  Richard  uses  the  exact  same  structure  in  song  2  (RS  22). 

Music 

This  melody  was  also  used  for  song  2  (RS  22).  Detailed  notes  on  the 
melody  accompany  the  earlier  song. 


8 

L'autrier  tout  sens  chevauchoie  mon  chemin 


Bibliographies: 

Refrain: 

Manuscripts: 


Attribution: 

Music: 

Editions: 


Structure: 


RS  1362,  L  224-6,  M  424 
VB437 
K176 
N84v 
P  172r-172v 
V48r 
X  125v 
KNX 
KNPVX 
Steffens  352 

Aubry,  Arsenal  61  (melody,  1  str.) 
Bartsch  80 
Becl7 
Cluzel  129 

Gennrich,  Grundriss  54  (melody,  1  str.) 
Gennrich,  Rotrouenge  56  (melody) 
Gennrich,  TTMM  13  (melody) 
Gennrich,  TTMM  trans.  32  (melody) 
La  Borde  II  216 
Pruni^res  I  71  (melody,  1  str.) 
MW  248,  coblas  singulars 
Text:  a      a      a      b     C      B 

11     11     11      6    11      6 


Music:       A     A  B      /      B 

Model  for  RS  835  (song  to  the  Virgin) 
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Lyrics  67 

1.  L'au trier  tout  seus  chevauchoie  mon  chemin; 
A  Toissue  de  Paris,  par  un  matin, 

O'l  dame  bele  et  gente  en  un  jardin 

Ceste  chanson  noter: 
"Dame  qui  a  mal  mari,  s'elfet  ami, 

N'en  fet  pas  a  hlasmer."  6 

2.  Vers  li  me  tres,  si  li  dis:  "Suer,  dites  moi 
Pour  quoi  parlez  vous  d'ami?  Est  ce  desroi?" 
''Sire,  je  le  vous  dirai  mult  bien  pourquoi, 

Ja  ne-1  vous  qier  celer: 
Dame  [qui  a  mal  mari,  s' el  fet  ami, 

N'en  fet  pas  a  hlasmer]."  12 

3.  "A  un  vilain  m'ont  donee  mi  parent. 
Qui  ne  fet  fors  aiiner  or  et  argent, 

Et  me  fet  d'ennui  morir  assez  souvent, 

Q'il  ne  me  let  joer. 
Dame  [qui  a  mal  mari,  s' el  fet  ami, 

N'en  fet  pas  a  hlasmer]."  18 

4.  Je  li  dis:  "Ma  douce  suer,  se  Dex  me  saut, 
Vez  ci  vostre  douz  ami  qui  ne  vos  faut; 
Venez  vous  en  avec  moi  et  ne  vous  chaut. 

Si  le  lessiez  ester. 
Dame  [qui  a  mal  mari,  s' el  fet  ami, 

N'en  fet  pas  a  hlasmer]."  24 

5.  ''Sire,  je  n'iroie  pas  hors  de  Paris, 
J'avroie  perdu  heneur  mes  a  touz  dis, 
Mes  ici  I'acoupirai,  se  trouver  puis 

Nus  qui  me  vueille  amer. 
Dame  [qui  a  mal  mari,  s' el  fet  ami, 

N'en  fet  pas  a  hlasmer]."  30 

6.  Qant  je  vi  qu'avecques  moi  ne  vout  venir, 
Je  li  fis  le  gieu  d' amors  au  departir; 

Puis  me  pria  et  requist  qu'au  revenir 

Alasse  a  li  parler. 
Dame  qui  a  mal  mari,  [s'elfet  ami, 

N'en  fet  pas  a  hlasmer].  36 
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Rejected  Readings 

20.  amis 

Variants 

1.  touz  V;  seul  NP;  chemi  P.  3.  s'oi"  P.  4.  iceste  (+1)  V;  noter]  chanter  N.  6. 
ne  fet  N.  ||  7.  Ver  N.  8.  pallez  V.  9.  je  je  vos  N;  dira  P;  f/j£  stanza  ends  after 
mult  bien  in  V.  |  16.  mi  V.  17.  Dame  qui  a  N,  Dame  etc.  PV.  |  20.  amis 
PX.  21.  avec  mi  V;  et]  si  N.  22.  le  omitted  NV  (-1).  23.  dame  etc.  PV.  I  25- 
30.  stanza  omitted  in  P.  26.  perdue  V.  28.  nus]  nului  (+1)  V.  29-30.  refrain 
omitted  in  V.  |  31.  vouloit  (+1)  V.  32.  the  stanza  ends  after  le  gieu  in  X  (a 
leaf  is  missing).  33.  mes  puis  me  pria  (+1)  V;  qu'a  revenir  P.  34.  paller  V.  35. 
Dcune  N,  Dame  etc.  PV. 

Notes 

This  poem  is  interesting  in  that  it  completely  fuses  the  themes  of  a 
pastourelle  (or  encounter  song)  and  a  chanson  de  malmariee  (the  song  of 
an  unhappily  married  woman).  It  has  the  typical  opening  of  a  pastou- 
relle, and  the  knight  tries,  as  always,  to  seduce  the  woman  he  encoun- 
ters. But  the  "dame"  here  is  an  unhappily  married  woman  who  com- 
plains about  her  "vilain"  husband  (str.  3)  and  who  is  obviously  quite 
ready  to  take  a  lover  (str.  5).  She  sings  a  refrain  that  is  typical  of  the 
chanson  de  malmariee,  and  in  this  situation  it  has  the  advantage  of 
encouraging  the  knight  in  his  pursuits. 

10.  ne-l,  contraction  of  ne  le. 

22.  le,  i.e.,  the  husband. 

27.  /',  i.e.,  the  husband.  "I  will  betray  him." 

28.  nus,  nominative  case  instead  of  oblique  as  a  result  of  the  attraction  of 
the  subject  relative  pronoun  qui. 

Versification 

This  piece  has  the  typical  form  of  a  rotrouenge  as  defined  by  Gennrich.  The 
stanza,  aaab,  is  followed  by  a  two-line  refrain  that  repeats  the  b-rhyme  of 
the  stanza.  The  musical  structure  A  A  B/B  is  also  that  of  a  rotrouenge.  MW 
place  the  piece  in  structure  255  (11a  11a  11a  6b  7c  4c  6b),  but  the  melodic 
structure  suggests  the  one  given  here,  MW  248. 
Note  that  all  of  the  rhymes  are  masculine. 

Music 

This  melody  has  the  A  A  B/B  structure  that  Geruirich  associates  with  the 
rotrouenge.  The  first  melodic  phrase  begins  with  a  recitation  on  do'  and  is 
clearly  built  on  the  chain  fa-la-do' .  The  beginning  of  phrase  B  (lines  3  and 

5)  continues  within  this  chain,  starting  at  the  top  and  slowly  descending 
to  the  lower  part  of  the  range.  The  second  part  of  the  phrase  (lines  4  and 

6)  makes  an  excursion  into  the  lower  tetrachord,  expanding  the  range  of 
the  song  to  the  octave  from  do  to  do',  and  then  returns  to  the  base  tone /a. 


Lyrics  69 

As  always,  MS  V  has  a  different  melody.  In  fact,  it  presents  two 
different  melodies:  the  manuscript  provides  musical  notation  for  the  first 
three  lines  of  the  second  staitza,  and  this  melody  does  not  correspond  to 
the  one  given  for  the  first  stanza. 


J'aim  la  plus  sade  riens  qui  soit  de  mere  nee 


Bibliographies: 

Refrain: 

Manuscripts: 

Attribution: 

Music: 

Editions: 


RS  533,  L  224-3,  M  524 
VB  1224 
P  99v-100r 
K177 
KP 
KP 

Steffens  340 

Aubry,  Arsenal  62  (melody,  1  str.) 
Becl22 
Cluzel  125 

Gennrich,  Rotrouenge  51  (melody) 
Ceroid  I  132  (melody,  1  str.) 
Ceroid  II  279  (melody,  1  str.) 
U  Borde  II  213 
Paris,  Chansonniers  734 
MW  438,1,  coblas  singulars 
Text:  a'     a'     B'     B'     B' 

12    12    12    12    12 
Music:       A     A  /A'     A    A' 


The  two  manuscripts  present  different  versions  of  this  poem  in  that  MS 
P  includes  two  stanzas  that  are  not  fovmd  in  MS  K.  Order  of  the  stanzas: 
K  1  2  3  4  7  8 

P  12345678 

MS  P  was  chosen  as  the  base  for  both  philological  and  esthetic  reasons.  MS 
P  has  fewer  erroneous  readings  than  K.  The  stanzas  that  it  adds  develop 
the  theme  of  the  refrain  and  reveal  more  of  the  beloved's  personality.  They 
nicely  complement  and  complete  the  physical  description  given  in  stanzas 
1-4. 
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Lyrics  73 

1.  J' aim  la  plus  sade  riens  qui  soit  de  mere  nee 
En  qui  j'ai  trestot  mis  cuer  et  cors  et  pensee. 
Li  douz  Dex,  que  ferai  de  s'amor  qui  me  hie? 
Dame  qui  veut  amer  doit  estre  simple  en  rue, 

En  chambre  o  son  ami  soit  renvoisie  et  druel  5 

2.  N'est  rien  qui  ne  Tamast,  cortoise  est  a  merveille. 
Plus  est  blanche  que  noif,  conme  rose  vermeille. 
Li  douz  Dex,  que  fere  de  s'amor  [qui  me  tue? 
Dame  qui  veut  amer  doit  estre  simple  en  rue. 

En  chambre  o  son  ami  soit  renvoisie  et  druel]  lo 

3.  Ele  a  un  chief  blondet,  euz  verz,  bouche  sadete, 
Un  cors  por  enbracier,  une  gorge  blanchete. 

Li  douz  Dex,  [que  ferai  de  s'amor  qui  me  tue? 

Dame  qui  veut  amer  doit  estre  simple  en  rue. 

En  chambre  o  son  ami  soit  renvoisie  et  druel]  15 

4.  Ele  a  un  petit  pie,  si  est  si  bien  chaucie. 
Puis  va  si  doucement  desus  cele  chaucie. 
Li  douz  Dex,  [que  ferai  de  s'amor  qui  me  tue? 
Dame  qui  veut  amer  doit  estre  simple  en  rue. 

En  chambre  o  son  ami  soit  renvoisie  et  druel]  20 

5.  Quant  el  vet  au  moustier,  si  simple  est  et  si  coie, 
Ja  ne  fera  senblant  de  riens  que  ele  voie. 

Li  douz  [Dex,  que  ferai  de  s'amor  qui  me  tue? 

Dame  qui  veut  amer  doit  estre  simple  en  rue. 

En  chambre  0  son  ami  soit  renvoisie  et  druel]  25 

6.  Quant  ele  est  e  meson,  tote  seule  sanz  noise, 
Lors  mande  qui  qu'el  veut,  si  se  gieue  et  envoise. 
Li  douz  Dex,  [que  ferai  de  s'amor  qui  me  tue? 
Dame  qui  veut  amer  doit  estre  simple  en  rue. 

En  chambre  0  son  ami  soit  renvoisie  et  druel]  30 

7.  Q'iraie  je  disant?  N'est  nule  qui  la  vaille! 

Se  plaine  est  de  pitie,  il  n'est  riens  qui  i  faille! 
Li  douz  Dex,  que  ferai  de  s'amor  qui  me  tue? 
[Dame  qui  veut  amer  doit  estre  simple  en  rue. 
En  chambre  0  son  ami  soit  renvoisie  et  druel]  35 
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8.  Chanson,  va  tost,  si  di  la  douce  debounere 

Qu'el  te  chant  sanz  merci,  el  le  saura  bien  fere! 
Li  douz  Dex,  [queferai  de  s'amor  qui  me  tue? 
Dame  qui  veut  amer  doit  estre  simple  en  rue, 
En  chambre  o  son  ami  soit  renvoisie  et  druef]  40 

Rejected  Readings 

2.  noif]  flor    |   8.  Sire  Dex 

Variants 

1.  neee  K.   |  6.  riens  K.   D  16.  pie  petit  K.  17.  chauciee  K.   |  21-30.  stanzas 

5  and  6  omitted  in  K.    H  32.  n'est  nule  qui  la  vaille  K. 

Notes 

16.  chaucie,  Picard  form  of  the  feminine  past  participle. 

Versification 

This  love  song,  which  has  both  courtly  and  popular  elen\ents,  has  a  very 
sunple  n\etrical  structure,  a'a'B'B'B'.  MW  list  three  other  poems  with  this 
structure.  Dodecasyllabic  lines  are  rare  in  courtly  lyric  but  one  finds  then\ 
as  well  in  the  "Toumoiement  des  dames"  (song  11,  RS  1044a)  that  was 
probably  also  written  by  Richard. 

According  to  VB,  this  is  the  only  example  of  this  refrain. 

Music 

This  melody  is  extremely  sintple  and  repetitive.  Gennrich  identified  it  as 
a  variant  of  the  rotrouenge,  although  it  must  be  noted  that  the  second 
melodic  phrase  (A')  is  first  introduced  in  the  refrain,  not  in  the  stanza.  The 
genercd,  overall  structure  of  the  melody  is  similar  to  song  8  (RS  1362)  in 
that  the  first  phrase  works  within  a  fifth  while  the  end  of  the  second  jumps 
down  to  the  lower  tetrachord,  only  to  ascend  again  to  the  base  tone. 

The  first  melodic  phrase  begins  and  ends  on  la,  moving  up  and  down 
in  single  step  intervals  between  do'  and  fa.  The  second  phrase  (A')  begins 
with  an  almost  literzd  repetition  of  the  first,  but  then  ends  by  skipping 
down  to  the  do  of  the  lower  tetrachord,  extending  the  range  of  the  song  to 
an  octave. 


10 

Nos  veniom  I'autrier  de  joer 


Bibliographies:      RS  868,  L  224-9,  M  394 
Refrain:  VB 1192 

Manuscripts:  P  lOOr-lOOv 

K 177-178 
Attribution:  KP 

Music:  KP 

Editions:  Steffens  349 

Aubry,  Arsenal  62  (melody,  1  str.) 

Baun\gartner  90 

Cluzel  127 

Gennrich,  ZfrP  57,45  (melody,  1  str.) 

La  Borde  II  217 
Structure:  MW  228,1,  coblas  singulars,  coblas  sinulaires  3  and  6 

(P),  3  and  5  (K) 

Text:  a      a      a     b'     B'     B'    (B'    B') 

9      4      8     6      6      6     (6     6) 

Music:       A      B      C     D  /  D'    D    (D'  D) 

Model  for  RS  866  (religious  lyric) 

This  poem,  like  the  preceding  one  (RS  533),  appears  in  only  two  manu- 
scripts {K  and  P)  which  present  rather  different  versions  of  the  song.  The 
two  versions  have  five  stanzas  in  conunon,  but  MS  P  includes  an  addition- 
al stcmza  after  stanza  4  and  has  a  refrain  of  four  lines  rather  than  two.  The 
two  manuscripts  have  totally  different  versions  of  the  last  stanza.  Order  of 
the  stanzas: 

K  1  2  3  4  6  8 

P  1234567 

In  his  edition,  Steffens  conflated  the  two  versions.  In  general  he  followed 
the  text  of  MS  K — without  the  fifth  stanza  and  with  a  two-line  refrain — but 
for  the  last  stanza  he  chose  the  text  of  MS  P.  This  conflation  is  not  com- 
pletely satifactory  since  it  does  not  respect  the  text  of  either  manuscript. 
Since  all  other  editions  have  reproduced  Steffens' s  text  (except  Baumgart- 
ner,  who  uses  the  text  of  MS  K),  it  seems  worthwhile  here  to  present  the 
two  texts  as  they  exist  in  the  manuscripts. 
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8.    N'ert       qu'el  ne  soit  cer     -     tai     -     ne. 


3,4  re  K.  3,5  fa  descending  plica  K.    |   4,1  do  K.  4,5  do  K.    |   5,5  do  K.    |  6,5  do  K. 
I  7,1  -  8,7  omitted  K.  MS  X  does  not  include  the  last  two  lines  of  the  refrain  in  the  text. 
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10a 
Text  of  MS  P 

1.  Nos  veniom  Tautrier  de  joer 

Et  de  resver, 
Moi  et  mi  conpaig  et  mi  per. 
Car  jolif  cuer  nos  maine.  4 

L'amor  n'est  pas  vilaine 
Qui  ensi  nos  demaine, 
Ne  ja  por  nule  paine 
N'ert  qu'el  ne  soit  certaine.  8 

2.  De  Paris  encontrasmes,  ce  cuit, 

Le  greigneur  bruit 
Des  dames  qui  vont  en  deduit 
Au  pardon  outre  Saigne.  12 

L'amor  [n'est  pas  vilaine 
Qui  ensi  nos  demaine, 
Ne  ja  por  nule  paine 
N'ert  qu'el  ne  soit  certaine].  16 

3.  La  plus  bele  du  mont  i  choisi. 

Dame  a  mari. 
Par  pou  que  son  non  ne  vos  di, 
Toz  jorz  m'a  mis  en  paine.  20 

L'amor  [n'est  pas  vilaine 
Qui  ensi  nos  demaine, 
Ne  ja  por  nule  paine 
N'ert  qu'el  ne  soit  certaine].  24 

4.  Ele  ot  euz  verz,  un  chief  si  blondet. 

Vis  vermeillet. 
Douce  bouche,  douz  mentonet, 
Une  doucete  alaine.  28 

L'amor  [n'est  pas  vilaine 
Qui  ensi  nos  demaine, 
Ne  ja  por  nule  paine 
N'ert  qu'el  ne  soit  certaine].  32 

5.  Ele  ot  biaus  braz,  un  cors  si  tres  gent, 

Baz  chaucement; 
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Et  puis  va  si  doucetement 
Conme  une  magdalaine.  36 

L'amor  [n'est  pas  vilaine 
Qui  ensi  nos  demaine, 
Ne  ja  por  nule  paine 
N'ert  qu'el  ne  soit  certaine].  40 

6.  Tuit  li  deduit  du  mont  sont  en  li. 

One  ce  ne  vi. 
Car  ele  chante  sanz  n\erci 
Cler  conme  une  seraine.  44 

L'amor  [n'est  pas  vilaine 
Qui  ensi  nos  demaine, 
Ne  ja  por  nule  paine 
N'ert  cju'el  ne  soit  certaine].  48 

7.  Plus  a  solaz  en  ses  biens  nonmer 

Et  regreter 
Q' autre  besier  .  .  . 
Cent  foiz  en  la  semaine.  52 

L'amor  [n'est  pas  vilaine 
Qui  ensi  nos  demaine, 
Ne  ja  por  nule  paine 
N'ert  qu'el  ne  soit  certaine].  56 

Notes 

10.  le  greigneur  bruit,  "the  most  illustrious,  distinguished." 
12.  Saigne,  the  Seine. 
18.  dame  a  man,  "a.  n\arried  woman." 

51.  The  end  of  the  line  is  missing.  Jeanroy  suggests  the  phrase  "ou  acoler" 
to  complete  it  {Review  443). 
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10b 
Text  of  MS  K 

1.  Nous  venions  I'autrier  de  joer 

Et  de  resver, 
Moi  et  mi  conpaing  et  mi  per. 
Car  jolif  cuer  nos  maine. 
L' amour  n'est  pas  vilaine 
Qui  ensi  nos  demaine.  6 

2.  De  Paris  encontrasmes,  ce  cuit, 

Le  greigneur  bruit 
Des  dames  qui  vont  en  deduit 
Au  pardon  outre  Sainne. 
L'amor  [n'est  pas  vilaine 
Qui  ensi  nos  demaine].  12 

3.  La  plus  bele  du  mont  i  choisi. 

Dame  a  mari. 
Par  pou  que  son  nom  ne  vous  di, 
Touz  jorz  me  met  en  paine. 
L'amor  [n'est  pas  vilaine 
Qui  ensi  nos  demaine].  18 

4.  Ele  ot  euz  verz,  un  chief  si  blondet. 

Vis  vermeillet. 
Douche  bouche,  douz  mentonet, 
Une  doucete  alaine. 
L'amor  [n'est  pas  vilaine 
Qui  ensi  nos  demaine].  24 

5.  Tuit  li  deduit  du  mont  sont  en  li. 

One  ce  ne  vi. 
Car  ele  chante  sanz  merci 
Cler  conme  une  seraine. 
L'amor  [n'est  pas  vilaine 
Qui  ensi  nos  demaine].  30 

6.  Je  ne  chant  pas  pour  ce  qu'ele  m'aint 

Ne  ne  be  point. 
Car  plus  vaillant  trouveroit  maint. 
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Plus  est  blanche  que  laine. 

L'amor  [n'est  pas  vilaine 

Qui  ensi  nos  demaine].  36 


Notes 

33.  "For  she  would  find  more  than  one  more  worthy  (than  I)."  This 
assiimes  that  the  lady  is  the  subject  of  the  phrase  but  the  syntax  is  not 
cleeU". 

Versification 

This  piece  is  popular  in  its  structure,  having  monorhymed  stai\zas  fol- 
lowed by  a  refrain.  In  fact  the  metrical  structure  is  analogous  to  that  of  the 
rotrouenges  by  Richcird,  but  the  musical  structure  does  not  fit  the  definition 
given  by  Gennrich. 

The  final  line  of  the  stanza,  with  its  unique  rhyn\e  estramp  {b'),  links  the 
refrain  to  the  stanza  by  its  rhyme  and  number  of  syllables.  This  is  the  only 
example  of  this  refrain  noted  by  VB. 

Music 

The  stanza  proper  of  this  song  (lines  1-4)  provides  the  only  example  of  a 
through-composed  melody  in  the  works  of  Richard.  This  structure 
(unusual  for  Richzu-d  but  not  uncommon  in  the  troubadour  eu\d  trouv^re 
repertoire  as  a  whole)  is  in  keeping  with  the  varying  line  lengths  of  the 
text — 9a  4a  8a  6b'.  While  the  melody  and  meter  of  the  first  three  lines 
show  great  variety,  they  are  united  by  a  shared  rhyn\e  sound.  The  fotuth 
line  introduces  a  musical  phrase  that  is  repeated  with  slight  variations  in 
the  refrain,  and  it  is  at  this  point  that  we  find  the  repetitions  so  typical  of 
Richard's  songs.  The  refrain  alternates  a  literal  repetition  of  n\usical  phrase 
D  with  an  open  version  of  that  same  phrase. 

The  first  two  musical  phrases  have  la  and  do'  as  their  structural  tones. 
Phrase  C  acts  as  a  transition,  making  regular  use  of  the  la  of  the  first  two 
phrases  but  also  descending  to  include  the  lower  elements  of  the  chain, /fl 
and  re.  Phrases  D  eind  D'  explore  the  lower  end  of  the  range:  re  and  fa  are 
the  main  structural  tones  but  la  (although  it  appears  only  once  in  each  of 
these  lines)  also  has  a  prominent  place  since  it  is  always  followed  by  a  skip 
down  to  re. 
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Le  Tournoiement  des  dames 


Bibliographies:      RS  1044a,  L  224-7,  M  17 

Refrain:  VB  518,  variable  interned  refrain 

Manuscript:  X  127r  (no  attribution,  music  for  only  the  last  hemi- 

stich) 

Edition:  Jeanroy,  Notes  237 

Structure:  MW  4,2,  coblas  singulars,  epic  caesura 

Text:  a      a      a      a     A      a 

12    12    12    12    12    12 

Most  of  the  melody  and  the  first  stanza  of  this  piece  have  disappeared 
with  a  leaf  that  is  now  missing.  Only  the  notation  for  the  last  hemistich 
remains:  sol,  la,  sol,  la-sol,  sol-fa,  sol,  sol. 


qui  ne  soit  bien  armee. 


Uune  est  la  chastelaine  devers  Mon[t]  le  Heri, 
Et  Tautre  est  Jaqueline,  qu'en  claime  de  Vitri. 
Grant  paor  ai  des  dames,  greigneur  que  je  ne  di, 
Qu'il  ne  sont  pas  aprises  de  soufrir  tant  d'ennui. 
Dex,  gardes  moi  mes  dames,  mesire  Saint  Merri! 
Qu'il  ne  sont  pas  aprises  de  soufrir  tant  d'ennui! 
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3.  Joustes  ont  fiancies  et  grant  tomoiement, 
Ne  pes  ne  piient  faire  ne  ami  ne  parent; 
Mes  itant  ont  les  dames  establi  sagement 
Qu'il  n'i  avra  ja  lance  ou  il  ait  ferrement. 

Dex,  gardes  moi  mes  dames,  messire  Saint  Climent! 

Si  ont  il  toutes  armes,  quant  qu'il  a  dame  apent.    18 

4.  Venons  a  la  mellee,  qu'irions  nos  faisant? 
Sist  soi  la  chastelaine  sus  un  cheval  ferrant, 
De  trestoutes  les  autres  senble  la  plus  vaillant; 
N'a  de  Tautre  partie  qui  paor  n'en  ait  grant. 
Dex,  gardes  moi  mes  dames,  mesire  Saint  Amantl 

Si  ne  doutent  il  lance  ou  il  n'a  fer  devant.  24 

5.  [J]aqueline  ert  armee  sus  un  morelet  bas; 

El  se  fiert  en  la  preisse  asses  plus  que  le  pas, 

Et  fiert  la  sarazine  con  s'el  ne  I'amast  pas; 

S'el  ne  seiist  tant  d'armes,  cheoite  fust  sans  gas. 

Dex,  gardes  moi  ma  dame,  sire  Saint  Nicholas! 

Ele  est  mout  bien  armee,  si  a  bon  talevas.  30 

6.  Atant  es  un  message  poignant  de  par  le  roi. 

Qui  leur  comande  a  toutes  qu'il  laissent  leur  desroi. 

Ma  dame  la  ro'ine  a  tout  ce  pris  sur  soi, 

N'i  a  puis  si  hardi[e]  qui  die  ce  ne  quoi. 

Dex,  gardes  moi  mes  dames,  mesire  Saint  Eloi! 

Et  si  doutent  il  lances  desferrees  mout  [poi].  36 

Rejected  Readings 

25.  Laqueline   I  36.  pou  for  poi 

Notes 

This  poem  belongs  to  a  rare  genre  that  has  been  called  the  "Toumoiement 
des  dames".  There  cire  only  three  lyric  examples  of  the  genre  in  Old 
French:  Richard's  poem,  one  by  Huon  d'Oisi,  and  an  anonymous  piece 
published  by  Holger  Petersen  Dyggve  {Personnages  145-92).  There  is  also 
a  narrative  poem  of  1794  lines  composed  by  Pierre  Gencien. 

These  pieces  narrate  a  joust  or  melee  in  which  all  of  the  combatants  are 
ladies.  Je«mroy  relates  this  genre  to  enumerative  lyrics  of  the  Middle  Ages 
{Notes  232),  cind  both  Jezuiroy  emd  Petersen  Dyggve  note  that  there  is  a 
clear  satiriccd  intent  in  the  poenn  by  Huon  d'Oisi  and  the  anonymous  piece. 
If  satire  is  a  characteristic  of  this  genre  (but  we  do  not  have  enough 
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examples  to  know  this  with  einy  certainty),  Richard's  poem  does  not  show 
this  trait.  The  poet  merely  expresses  a  somewhat  exaggerated  fear  for  the 
safety  of  these  beautiful  warriors  (exaggerated  because  they  are  fighting 
with  blunted  lances)  and  asks  a  variety  of  saints  to  protect  them.  The 
arrival  of  the  king's  ntessenger  brings  a  peaceful  and  friendly  end  to  the 
battle. 

Holger  Petersen  Dyggve  tried  to  identify  the  historical  personnages  in 
this  poem.  The  two  rival  camps  are  led  by  Jacqueline  de  Vitry  (Vitry, 
Seine-et-Mame,  or  perhaps  Vitry-sur-Seine,  Seine)  and  the  Chatelaine  de 
Montlh^ry  (Seine-et-Oise).  According  to  Petersen  Dyggve,  the  king  who 
sends  a  messenger  to  end  the  fight  must  be  Philippe-Auguste,  and 
consequently  ma  dame  la  roine  who  is  mentioned  in  line  33  must  be  one  of 
his  wives  {Personnages  145). 

1-6.  The  first  stcinza,  except  for  the  last  hemistich,  has  disappeared  with  a 
nussing  leaf  (fol.  126). 

9.  grant  paor  ai  des  dames,  "I  am  greatly  afraid  for  the  ladies." 

10.  et  passing  il  -  elles.  This  dialectal  form  of  the  feminine  personal  pro- 
noun is  found  frequently  in  the  north  and  west  (Moignet  38).  Jeanroy 
systematically  replaced  it  with  els  (Notes  237). 

Refr.  gardes  moi,  "protect  (them)  for  me,"  dative  of  interest. 

12.  It  would  seem  that  the  scribe  mistakenly  repeated  line  10. 

13.  fiancies,  Piceird  form  of  the  feminine  past  participle. 

22.  "There  is  no  one  on  the  other  side  who  is  not  greatly  afraid." 

31.  "Now,  here  comes  a  messenger  from  the  king,  galloping  on  his  horse." 

Versification 

The  use  of  twelve-syllable  lines  eind  epic  caesura  indicate  the  ezirliness  of 
the  piece.  Dodecasyllabic  lines,  which  are  rare  in  lyric  poetry,  are  also  used 
in  song  9  (RS  533).  MW  list  nineteen  poems  with  this  rhyme  scheme,  but 
this  is  the  only  one  with  twelve-syllable  lines. 

This  variable  internal  refrain  is  found  only  in  this  poen\.  Richard 
obviously  chose  his  saints  as  needed  to  fit  the  rhyme  scheme. 


Index  of  Proper  Names 


Amant,  Saint  11:23 

Climent  Saint  11:17 

Denis,  Saint  1:5 

Dex,  Dieu  1:10,  3:24,  4:29,  4:42,  4:51,  4:54,  5:5,  6:42,  8:19,  9:refr  ll:refr 

Eloi,  Saint  11:35 

France  1:49,  7:22 

Heri  see  Mont  le  Heri 

Jaqueline  Jacqueline  de  Vitry  (Vitry  (Seine-et-Mame)  or  Vitry  sur-Seine 

(Seine))  11:8, 11:25 
Jhesu  Crist  1:46 
Marion  shepherdess'  name  1:53 
Marot  shepherdess'  name  1:26 
Merri,  Saint  11:11 

Mont  le  Heri  Montlh^ry  (Essonne)  11:7 
Nicholas,  Saint  11:29 
Paris  1:1,  8:2,  8:25, 10a:9, 10b:7 
Robin  shepherd's  name  1:12, 1:26,  6:22,  6:44 
Saigne,  Sainne  the  Seine  7:35, 10a:12, 10b:10 
Vitri  see  Jaqueline  11:8 


Glossary 

The  glossary  is  selective  in  that  words  that  have  continued  into  Mod- 
ern French,  unchanged  in  meaning  or  form,  have  generally  been 
omitted.  Verbal  forms  are  entered  under  their  infinitives,  which  are 
given  in  parentheses  if  the  infinitive  itself  does  not  appear  in  the  texts. 
Conjugated  forms  that  may  not  be  readily  recognized  are  listed  sepa- 
rately with  a  cross-reference  to  the  infinitive.  The  verb  entries  contain 
a  complete  listing  of  all  the  forms  that  occur.  The  persons  of  the  verb 
are  indicated  by  the  numbers  1  to  6.  Declinable  words  are  entered 
imder  the  accusative  singular  form  if  more  than  one  form  is  used, 
otherwise  they  are  listed  under  the  form  that  occiu-s  in  the  text.  The 
references  give  the  number  of  the  poem  in  this  edition  followed  by  the 
line  number. 


Abbreviations 

adj. 

-  adjective 

nom. 

-  nominative 

adv. 

-  adverb 

obi. 

-  oblique 

conj. 

-  conjunction 

pers. 

-  personal 

contr. 

-  contraction 

Pl- 

-  plural 

dem. 

-  demonstrative                       poss. 

-  possessive 

dimin. 

-  diminutive 

prep. 

-  preposition 

f. 

-  feminine 

pron. 

-  pronoun 

impers. 

-  impersonal 

refl. 

-  reflexive 

indef. 

-  indefinite 

refr 

-  refrain 

infin. 

-  infinitive 

rel. 

-  relative 

interrog 

.  -  interrogative 

sg- 

-  singular 

m. 

-  masculine 

subst. 

-  substantivized 

n. 

-  noun 

V. 

-  verb 

C 

-  conditional 

PI 

-  present  indicative 

F 

-  future 

PP 

-  past  participle 

I 

-  imperative 

Pret 

-  preterit 

II 

-  imperfect 

PrP 

-  present  participle 

indicative 

PS 

-  present  subjimctive 

IS 

-  imperfect 
subjunctive 
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a  prq).  with,  3:46;  in,  4:39,  7:48;  for, 
1:16-17;  of,  7:7 

acesmee  adj.  f.  elegant,  5:21 

(acoupir)  v.  to  be  unfaithful  to  one's 
husband  /  wife;  F  1  acoupirai, 
8:27 

acueil  n.m.  de  bel  acueil  gracious, 
cordial,  3:25 

adonc  adv.  now,  7:5 

(agreer)  v.  to  please;  PI  3  agree,  3:48, 
5:2,  6:6,  6:41 

ahi  exclamation  alas,  7:25 

aim  PI  1  amer 

aint  PS  3  amer 

ainz  adv.  instead,  1:30 

ainz  conj.  but,  4:55 

ajomee  n.f.  dawn,  5:36 

alaine  n.f.  breath,  10a:28, 10b:22 

(aler)  v.  to  go;  PI  3  va,  9:17,  10a:35, 
vet,  9:21;  PI  6  vont,  10a:ll,  10b:9; 
Pret  6  alerent,  1:27;  IS  1  alasse, 
8:34;  C  1  iraie,  9:31,  iroie,  8:25;  C  4 
iiions,  11:19;  C  5  iriez,  6:25;  1 2  va, 
5:42,  7:47,  9:36;  1 5  alez,  1:46,  6:21 

ama  Pret  3  amer 

amai  Pret  1  amer 

amaine  PI  3  amener 

amast  75  3  amer 

amee  PP  f.  amer 

(amener)  v.  to  persuade;  to  lead, 
guide;  PI  3  amaine,  7:38 

amer  v.  to  love,  3:4, 4:14,  7:21,  etc.;  to 
like,  11:27;  PI  1  aim,  2:11,  6:16  etc.; 
Pret  1  amai,  3:36;  Pret  3  ama,  3:11, 
5:3;  f  1  amerai,  1:8;  f  3  amera, 
3:13;  PS  3  aint,  5:45,  10b:31;  IS  3 
amast,  9:6,  11:27;  PP  amez,  4:10, 
amee,  2:17,  3:8 

amiete  n.f.  dimin.  sweetheart,  1:51 

amoretes  n.f.  dimin.  love,  1:4,  4:21 

anbesdeus  adj.  pi.  both,  7:20 

(apendre)  v.  to  be  appropriate,  suit- 
able; PI  3  apent,  11:18 

apris,  aprises  adj.  well  educated, 
well  brought  up,  1:6;  trained,  11:12 

(aprendre)  v.  to  learn;  PP  apris,  4:16 


(arester)  v.  refl.  to  stop;  Pret  1 
arestai,  1:33 

arrai  F  1  avoir 

asoage  PI  3  assoagier 

(assaillir)  v.  to  assault,  attack;  PI  3 
assaut,  6:44 

assaut  PI  3  assaillir 

assds  see  assez 

(asseoir)  v.  refl.  to  sit;  Pret  1  m'assis, 
1:3,  6:33;  Pret  3  s'assist,  1:13 

assez,  ass^s  adv.  rather,  6:2,  8:15; 
much,  5:22;  very,  11:26 

assis  adj.  well  placed,  3:21 

(assoagier)  v.  to  relieve,  soothe;  PI  3 
asoage,  2:7 

atant  adv.  then,  at  that  moment, 
11:31 

(atendre)  v.  to  wait  for;  PI  1  atent, 
3:6;  //  1  atendoie,  6:22;  II  3  aten- 
doit,  1:12 

ator  n.m.  character,  nature,  5:23 

(atomer)  v.  to  be  in  a  state;  PP  ator- 
nez,  4:12 

aiiner  v.  to  hoard,  amass,  accumu- 
late, 8:14 

autre  n.  m.  or  f.  another,  1:8,  4:44, 
10a:51 

autretant  adv.  as  well,  3:14 

autrier  adv.  the  other  day,  recently, 
1:1,  6:1,  8:1, 10a:l,  10b:l 

avant  adv.  in  the  future,  2:37 

avenir  v.  to  reach;  to  obtain,  2:26, 
4:6,  4:15,  7:12,  7:15;  IS  1  avenisse 
7:37 

aventure  n.f.  chance,  luck,  7:46 

avoir  n.m.  fortune;  pour  nul  avoir 
for  any  fortune,  at  any  price,  2:20, 
4:6 

(avoir)  v.  to  have;  PI  1  ai,  2:17,  etc.; 
PI  3  a,  2:22,  etc.;  PI  5  avez,  4:32, 
6:refr;  PI  6  ont,  8:13,  11:13,  11:15, 
etc.;  II 3  avoit,  1:36;  Pret  1  oi,  1:40, 
3:7,  6:41;  Pret  3  ot,  1:16,  10a:25, 
10b:19;  f  1  avrai,  5:15,  arrai  3:47;  f 
2  avras,  7:31;  F  3  avra,  11:16;  PS  3 
ait,  1:42,  7:41,  11:16;  IS  1  eiisse. 
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7:17;  IS  3  etist,  5:33;  C  1  avroie, 

8:26;  C  5  avriez,  6:26 
baillie  n.f.  possession,  power,  4:53, 

7:31 
baler  v.  to  dance,  1:26 
bandon    n.m.    a    bandon    entirely, 

without  restraint,  3:3 
bas    adj.    calm,    not    high-spirited, 

11:25;  tout  bas  in  a  low,  hushed 

voice,  4:47 
baut  adj.  joyous,  gay;  ardent,  2:40 
baz  adj.  low-cut,  10a:34 
(beer)  v.  to  strive  for;  to  dream  of;  PI 

1  h6, 10b:32 
berbiz  n.m.  sheep,  1:2 
bergiers  n.m.  shepherd,  1:44 
besier  v.  to  kiss,  10a:51;  Pret  1  besai, 

6:42 
beuban  n.m.  arrogance,  haughtiness, 

2:16 
biau,  biaus,  biax  adj.  m.  handsome, 

beautiful,  1:5, 1:6, 1:9, 10a:33 
biau  adv.  graciously,  2:13 
biaucop  n.m.  much,  a  lot,  7:46 
bien  adv.  truly,  2:10 
bien  n.m.  good  (thing),  1:40 
biens  n.m.  pi.  good  qualities,  3:21, 

10a:49 
blanchete  adj.f.  dimin.  white,  9:12 
blasmer  v.  to  blame,  accuse,  8:refr; 

Pret  3  blasma,  5:4;  PP  f.  blasmee, 

2:19 
blondet  adj.  m.  dimin.  blond,  9:11, 

10a:25, 10b:19 
braz  n.m.  pi.  arms,  5:35,  6:34, 10a:33 
buissonet  n.m.  dimin.  bush,  1:13, 1:27 
^a  adv.  here,  4:40 
c'  conj.  since,  4:13 
ce  dem.  pron.  neuter  this,  1:49,  3:14, 

6:25,  etc.;  pour  ce  for  this  reason, 

because  of  this,  1:41,  4:16;  ce  ne 

quoi  anything  at  all,  11:34;  ce  que 

the  fact  that,  7:39;  pour  ce  que  so 

that,  in  order  that,  10b:31 
cele  dem.  adj.  f.  that,  5:2,  9:17 
celer  v.  to  hide,  conceal,  4:51,  8:10 


certes  adv.  certainly,  7:27 
ceste  dem.  adj.f.  this,  1:31,  4:31,  8:4 
(chaloir)  v.  impers.  to  concern,  mat- 
ter, 4:2,  4:25,  6:45;  to  worry,  8:21; 

PI  3  chaut,  4:2,  6:45,  8:21;  IS  3 

chausist,  4:25 
changonete  n.f.  dimin.  song,  4:45 
chant  n.m.  melody,  2:35;  song,  4:2 
chanter  v.    to   sing,   2:1,  4:9;   PI   1 

chant,  3:12,  10b:31;  PI  3  chante, 

10a:43;    PS    3    chant,    9:37;    PP 

chants,  4:1,  chantee,  2:39 
chapelet   n.m.   garland   of  flowers, 

1:16 
chascun  indef.  pron.  everyone,  3:38 
chastelaine  n.f.  chatelaine,  lady  of  a 

manor,  11:7 
chastiau  n.m.  castle,  5:24 
(chastoier)  v.  to  rebuke,  admonish; 

PI  1  chastoi,  4:16 
chaucement  n.m.  shoe,  slipper,  10a:34 
chaucie  n.f.  street,  road,  9:17 
chaucie  PP  f  Picard  chaucier,  to  be 

well  outfitted  with  shoes,  9:16 
chausist  75  3  chaloir 
chaut  PI  3  chaloir 
(cheoir)  v.  to  fall;  PP  f  cheoite,  11:28 
(chevauchier)  v.  to  ride  (on  a  horse); 

//  1  chevauchoie,  1:1,  8:1;  Pret  1 

chevauchai,  6:1 
(chevrier)  v.  to  tend  goats;  to  play 

the  bagpipes;  PI  3  chevrie,  6:32 
chief  n.m.  head,  9:11, 10a:25, 10b:19; 

au  chief  du  tor  in  the  end,  4:27 
(choisir)  v.  to  catch  sight  of;  Pret  1 

choisi,  10a:17, 10b:13 
chose  n.f  matter,  5:12 
ci  adv.  here,  4:39;  vez  ci  here  is,  6:22, 

8:20 
cil  dem.  pron.  m.  nom.  sg.  and  pi.  this 

one,  he,  1:34;  those,  4:11,  4:16 
(citoler)   v.   to   play  on  a  citole  (a 

stringed     instrument    resembling 

perhaps  a  guitar);  PPf  citolee,  5:42 
(clamer)  v.  to  call,  name;  PI  3  claime, 

11:8 
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cler  adj.  bright,  clear,  3:42 

cler  adv.  cleariy,  10a  :44 

coarz  n.m.  notn.  coward,  7:45 

coie  adj.  f.  calm,  quiet,  9:21 

coillir  V.  to  gather,  1:15 

(comander)  v.  to  command,  order, 
11:32;  a  Dieu  conmander  to  com- 
mend to  God,  say  good-bye,  6:42; 
PI  3  comande,  11:32;  PP  f.  con- 
mandee,  6:42 

con  adv.  as,  11:27 

conme  adv.  like,  as,  9:7,  10a:36;  tant 
conine  as  long  as,  1:7 

conmencier  suhst.  infin.  beginning, 
4:18 

conpaing,  conpaig  n.m.  nom.  com- 
panion, comrade,  10a  :3, 10b:3 

(consentir)  v.  to  consent  to,  agree  to; 
to  approve;  Pret  2  consentis,  7:26 

contens  n.m.  dispute,  quarrel;  fight, 
6:24 

convertir  v.  to  persuade,  convince, 
2:28 

corage  n.m.  desire,  wish,  2:1 

cors  n.m.  body,  9:12,  10a:33;  body, 
life,  5:32,  9:2 

cortois,  cortoise  adj.  courtly,  courte- 
ous, refined,  1:9,  9:6 

cortoisie  n.f.  courtly  refinement, 
noble  behavior,  7:40 

(couvenir)  v.  impers.  to  be  necessary, 
must,  4:19, 4:34;  to  be  proper,  right, 
7:4;  PI  3  couvient,  4:19;  F  3  cou- 
vendra,  4:34;  PS  3  couviengne,  7:4 

cuer,  cuers  n.m.  heart,  2:40,  6:refr, 
9:2,  etc.;  de  cuer,  de  cuer  vrai  sin- 
cerely, 3:49,  5:4 

(cuidier)  v.  to  think,  believe;  PI  1 
cuit,  1:49,  10a:9, 10b:7;  Pret  1  cui- 
dai,  4:50;  IS  1  cuidasse,  4:27 

cuit  PI  1  cuidier,  1:49, 10a:9, 10b:7 

cuit  PI  1  quiter,  1:50 

cure  n.f.  avoir  cure  to  wish,  desire, 
7:41 

de  prep,  with,  6:41, 9:refr;  because  of, 
on  account  of,  2:20;  introducing  a 


comparison  than,  1:6 
debounere    n.f.    woman    of    noble 

birth,  9:36 
debruisier  v.  to  bend,  sway  (while 

dancing),  1:26 
dedenz  prep,  into,  7:36 
deduit,   deduis   n.m.   pleasure,  de- 
light, 1:47, 6:5, 10a:41, 10b:25;  aUer 

en  deduit  to  enjoy  oneself,  10a:ll, 

10b:9 
dehez  n.m.  dehez  ait  a  curse  upon, 

6:45 
dejoste  prep,  next  to,  6:33 
dela  prep,  beyond,  6:32 
delez  prep,  near,  1:1,  6:2 
delit  n.m.  delight,  pleasure,  1:48 
demener  v.  to  govern,  control,  lead, 

10:refr;  to  display  (emotions),  1:25, 

1:35;  PI  3  demaine,  10:refr;  II  3 

demenoit,  1:35 
demoree  n.f.  delay,  6:46 
demorer  v.  to  delay,  tarry,  1:19, 1:24; 

to  stay,  remain,  1:29,  4:49;  PI  5 

demorez,  1:19 
departir  subst.  infin.  departure,  8:32 
(departir)  v.  to  part,  separate;  F  4 

departiron,  1:52 
(descendre)  v.  to  dismount;  Pret  1 

descendi,  1:3,  6:11 
desconforter  v.  to  lose  heart,  to  be 

discouraged,  1:23 
desf errees  adj.  f  PP  desf errer  from 

which  the  metal  point  has  been 

removed,  11:36 
desroi  n.m.  foolish  talk,  8:8;  foolish- 
ness;   wrongdoing,    misconduct, 

11:32 
destroit  n.m.  distress,  torment,  1:38 
desus  prep,  on,  9:17 
delist  IS  3  devoir 
devant  adv.  at  the  tip,  11:24 
devers  prep,  from,  11:7 
(devoir)  v.  to  have  to;  IS  3  deiist, 

5:34 
dire  v.  to  say,  to  tell,  3:22;  PI  1  di, 

10a:19,  10b:15,  11:9;  PI  3  dit,  2:23, 
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2:27,  6:36;  Pret  1  dis,  1:37,  6:13,  8:7, 

8:19;  Pret  3  dist,  1:5, 1:18, 1:45, 6:21, 

6:43;  F  1  dirai,  8:9;  f  5  diroiz,  3:34; 

PS  1  die,  7:9;  PS  3  die,  11:34;  /  2  di, 

2:36,  3:43,  4:51,  9:36;  7  5  dites,  8:7; 

PrP  disant,  9:31;  PP/  dite  2:37 
dis  n.m.  pi.  days;  touz  dis  always, 

3:27,  4:18;  mes  (a)  touz  dis  for 

ever  more,  7:29,  8:26 
doing  PI  1  doner 
dolent  adj.  sad,  sorrowful,  wretched, 

7:34 
dolor  n.f.  pain,  grief,  3:46 
done  adv.  then,  1:33 
(doner)  v.  ne  doner  de  to  care  little 

about,  attach  little  importance  to; 

PI  1  doing  7:14 
dont  conj.  therefore,  4:9,  5:12,  7:47 
doucete  adj.  f.  dimin.  sweet,  10a:28, 

10b:22;  dear,  6:refr 
doucetement  adv.  softly,  10a  :35 
doutance  n.f.  doubt,  hesitation,  7:19 
(douter)  v.  to  doubt,  7:41;  to  fear, 

11:36;  PI  1  dout,  7:41;  PI  6  dou- 

tent,  11:36 
douz,  douce,  douche  adj.  mild,  7:2; 

sweet,  10a:27,  10b:21;  dear,  8:19, 

9:refr,  9:36,  etc. 
droit  n.m.  par  droit  rightfully,  7:20 
drue  adj.  f.  amorous,  loving;  lively, 

vivacious,  9:refr 
duel  n.m.  grief,  sorrow,  4:23,  4:39, 

7:48 
durer  v.  to  last;  to  continue  to  exist, 

2:8,  3:45 
e  prep,  in,  9:26 
elpers.  pron.f.  she 
el  contr.  en  +  le  in  the,  4:46,  5:2,  5:11 
en  pron.  one,  people,  2:27,  6:43,  7:35, 

11:8 
enbracier  v.  to  embrace,  9:12 
(enchacier)  v.  to  chase  away,  drive 

away;  PI  3  enchace,  4:42 
(encontrer)  v.  to  come  upon,  meet; 

Pret  4  encontrasmes,  10a:9, 10b:7 
endroit  adv.   iluec  endroit  at   that 


spot,  1:33 

endurer  v.  to  endure,  suffer,  bear, 
3:5,  4:25;  PI  3  endure,  7:43 

enfance  n.f.  childishness,  foolishness, 
7:23 

ennui  n.m.  pain,  torment,  4:17,  5:44, 
11:10;  boredom,  1:13,  8:15 

ensaignes  n.f.  as  ensaignes  que  the 
proof  being  that,  4:47 

ensi  adv.  thus,  3:28,  7:30, 10:refr 

entrepris  adj.  in  a  bad,  sorry  state, 
4:13 

(envoisier)  v.  to  enjoy  oneself;  PI  3 
envoise,  9:27 

ert  //  3  estre,  11:25;  F  3  estre,  3:32, 
6:36 

es  here  comes,  11:31 

(escondire)  v.  to  reject,  refuse;  PP 
escondit,  5:5 

esjo'ir  v.  to  delight,  gladden,  7:4 

(establir)  v.  to  decide;  PP  establi, 
11:15 

ester  v.  laissier  ester  to  let  be,  let 
alone,  8:22 

estes  PI  5  estre 

(estovoir)  v.  impers.  must;  PI  3  es- 
tuet,  7:13 

estre  v.  to  be,  9:refr;  PI  1  sui,  2:30, 
5:25,  7:34,  etc.;  PI  3  est,  2:1,  2:31, 
6:23,  etc.;  PI  5  estes,  3:23;  PI  6 
sont,  10a:41,  10b:25,  11:10,  11:12, 
etc.;  II  1  iere,  3:37;  7/  3  ert,  11:25, 
estoit,  1:14;  Pret  1  fui,  3:35;  Pret  3 
fu,  4:5,  7:23;  F  2  seras,  2:37, 5:42;  f 
3  ert,  3:32,  6:36;  iert,  3:refr,  sera, 
3:17;  F  5  serez,  3:27;  PS  1  soie, 
2:30;  PS  3  soit,  1:7,  9:1,  11:6;  IS  3 
fust,  2:20,  3:9,  3:10,  11:28;  7  2 
soies,  2:38;  7  5  soiez,  3:25 

estuet  PI  3  estovoir 

eure  n.f.  time,  3:17 

eusse  75  1  avoir 

eiist  IS  3  avoir 

euz  n.m.  pi.  oil  eyes,  9:11,  10a:25, 
10b:19 

face  PS  3  faire 
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(faillir)  v.  to  fail,  1:43,  8:20;  to  be 
lacking,  9:32;  PI  3  faut,  8:20;  PS  3 
faille,  9:32;  PP  failli,  1:43 

faire,  fere  v.  to  do,  to  make,  9:37, 
11:14;  to  write,  compose,  5:1,  7:6; 
faire  a  +  infin.  to  deserve  to  be, 
8:refr;  PI  1  faz,  2:9,  4:43;  PI  3  fet, 
4:23,  7:10,  7:48,  8:14,  8:refr;  PI  6 
font,  2:4;  II  3  fesoit,  1:34;  Pret  1 
fis,  2:18,  8:32;  Pret  5  feistes,  7:21; 
Pret  6  firent,  1:28;  F  1  ferai,  3:1, 
5:1,  9:refr;  fer^,  9:8;  PS  3  face, 
4:44;  IS  1  feisse,  7:19;  PrP  faisant, 
11:19;  PP  fet,  1:16,  3:5,  4:36,  5:44, 
6:41,  6:46 

faut  PI  3  faillir 

faz  PI  1  faire 

feisse  IS  1  faire 

feistes  Pret  5  faire 

fer  n.m.  metal  tip,  point  of  a  lance, 
11:24 

ferai  F  1  faire 

fere  see  faire 

fer^  F  1  faire 

(ferir)  v.  to  strike,  11:27;  refl.  to 
charge,  11:26;  PI  3  fiert,  11:26, 
11:27 

f errant  adj.  iron-gray,  11:20 

ferrement  n.m.  iron  tip,  point,  11:16 

fesoit  II 3  faire 

fet  PI  3  faire;  PP  faire 

(fiancier)  v.  to  agree  to  by  oath;  PPf. 
Picard  fiancies,  11:13 

fiert  PI  3  ferir 

fin,  fine  adj.  loyal,  2:40;  perfect,  true, 
5:11 

(finer)  v.  to  end;  PPf.  finee,  5:46 

flor  n.f.  flower,  5:22 

foiz  n.f.  pi.  times,  10a:52 

for  see  fuer 

fors  prep,  except,  3:12,  8:14 

fou'ir  V.  to  flee,  4:34 

fox  adj.  m.  nom.  crazy,  insane,  4:5 

fu  Pret  3  estre 

fuer,  for  n.m.  price,  4:26;  a  nul  fuer 
at  any  price,  on  no  account,  6:refr 


fui  Pret  1  estre 

fust  IS  3  estre 

(garder)  v.  to  watch,  tend,  1:2;  to 
attend  to,  take  care  of,  4:21,  4:52, 
ll:refr;  v.  refl.  to  be  careful,  4:18; 
to  beware  of;  to  guard  oneself 
against,  3:24;  PS  3  gart,  4:52;  PS  6 
gardent,  4:18;  /  5  gardes,  ll:refr, 
gardez,  4:21, 3:24;  PrP  gardant,  1:2 

gas  n.m.  sans  gas  no  kidding,  with- 
out a  doubt,  11:28 

gent,  gente,  genz  adj.  handsome, 
beautiful;  pleasing,  nice,  6:23,  8:3, 
10a:33 

gentil  adj.  pretty,  6:3 

genz  n.f.  people,  3:34 

(gesir)  V.  to  lie,  5:35;  gesir  en  to  de- 
pend on,  be  subject  to,  7:46;  PI  3 
gist,  7:46;  IS  3  geiist,  5:35 

(geter)  v.  geter  un  ris  to  laugh;  PP 
getd,  6:35 

geiist  IS  3  gesir 

gieu  n.m.  game;  faire  le  gieu  d'a- 
mors  to  make  love,  8:32 

gieue  PI  3  joer 

gist  PI  3  gesir 

grarunent  adv.  for  a  long  time,  1:29, 
4:49 

(greer)  v.  to  please;  PI  3  gree,  2:35, 
5:26 

guerredon  n.m.  reward,  3:6 

(guerredoner)  v.  to  reward,  recom- 
pense; PP  f  guerredonnee,  3:18 

hardieflrf/./ bold,  11:34 

haut  adv.  in  a  loud  voice,  out  loud, 
1:45,  6:43 

hautement  adv.  in  a  high  place,  i.e., 
a  woman  of  such  high  rank,  posi- 
tion, 7:24 

heneur  nf.  honor,  8:26 

honmage  n.m.  homage,  2:9 

honte  n.f.  shame,  dishonor,  1:42 

hui  adv.  today,  6:45 

iere  //  2  estre 

iert  F  3  estre 

il  pers.  pron.  f  pi.  dialectal  form  they 


Glossary 


91 


(f.),  11:10, 11:12,  etc. 
iluec  adv.  iluec  endroit  at  that  spot, 

1:33 
iraie  C  1  aler 

ire  n.f.  sadness,  sorrow,  grief,  5:1 
iroie  C  1  aler 
itant  adv.  then,  11:15 
ja  adv.  already,  1:16;  ne  ...  ja  never, 

2:15,  2:31,  5:15 
jam^s  adv.  never,  1:20,  3:13,  4:40, 

5:33 
joer  V.  to  enjoy  oneself,  have  fun, 

1:27,  8:16, 10a:l,  10b:l;  PI  3  gieue, 

9:27 
joiant  adj.  joyful,  2:40 
jolif  adj.  m.  joyous,  gay;  tender,  lov- 
ing, 10a:4, 10b:4 
Jones  adj.  m.  nom.  young,  1:11 
jonete  adj.f.  dimin.  young,  1:10 
jor,  jorz  n.m.  day;  jam^s  jor  never, 

4:40 
joustes  n.f.  pi.  single  combat,  joust, 

11:13 
jouvent  n.m.  youth,  3:36 
(laier)  v.  to  leave,  6:refr;  to  let  allow, 

8:16;  PI  3  let,  8:16;  C  I  leroie,  6:refr 
(laissier)  v.  to  leave  off,  stop,  11:32; 

laissier  ester  to  let  be,  let  alone, 

8:22;  PS  6  laissent,  11:32;  /  5  les- 

siez,  8:22 
lander  v.  to  throw,  7:36 
languir  subst.  infin.  languidness,  lan- 
guor, 4:12 
las  n.m.  pi.  snare,  trap,  4:52 
lasse  interjection  alas,  3:35 
leroie  C  1  laier 
lessiez  /  5  laissier 
let  PI  3  laier 
(lever)  v.  refl.  to  get  up;  PP  m.  levez, 

1:14 
lez  prep,  next  to,  near,  1:3, 1:13 
loer  V.  to  praise,  2:2,  3:2;  PI  1  lo, 

5:refr;  adj.  PP  f.  Idee,  2:22 
loiaument  adv.  faithfully,  sincerely, 

3:39 
loig  adv.  de  si  loig  conme  as  soon 


as,  1:44 
lone  adj.  lone  tens  for  a  long  time, 

1:38,  2:17 
longuement  adv.  for  a  long  time, 

3:31 
longues  adv.  for  a  long  time,  2:8 
lors  adv.  then,  at  that  time,  1:25, 3:34, 

7:3 
magdalaine    n.f.    repentant    sinner 

(from  Mary  Magdalaine),  10a:36 
(maindre)   v.   to   live,  dwell;   PI  3 

maint,  5:43 
maine  PI  3  mener 
mains  adv.  least,  4:10 
maint  adj.  many,  5:44;  indef.  pron. 

many,  more  than  one,  10b:33 
maint  PI  3  maindre 
maintenant    adv.    tout    maintenant 

immediately,  6:13 
mal  adj.  bad,  nasty,  wicked;  unpleas- 
ant, 8:refr 
mal,  maus,  max  n.m.  sorrow,  pain, 

2:6,  3:7,  4:35,  5:33,  7:10 
(mander)  v.  to  summon;  PI  3  mande, 

9:27 
matinet  adv.  trop  matinet  very  early 

in  the  morning,  1:14 
(maudire)  v.  to  curse;  PI  1  maudi, 

1:37 
mellee  n.f  scuffle,  fight,  6:26, 11:19 
melz  adv.  better,  1:6;  more  easily, 

2:27,  7:35;  venir  melz  to  be  better, 

preferable,  4:38 
mener  v.  to  lead,  7:30,  10a:4,  10b:4; 

to  show,  display  (emotions),  2:16; 

PI  3  maine,  10a:4, 10b:4 
mentonet  n.m.  dimin.  chin,  10a:27, 

10b:21 
merei   n.f   mercy,   pity,  4:28,  4:37, 

7:18;  soe  merei  title  her  Grace, 

4:48 
merveille  n.f.  a  merveille  wondrous- 

ly,  9:6 
mes  adv.  now,  3:9;  mes  (a)  touz  dis 

for  ever  more,  7:29,  8:26 
mes  conj.  but,  2:38,  4:4 
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mesire,  messire  title  my  lord,  ll:refr 
meson  n.f.  house,  9:26 
message  n.m.  messenger,  11:31 
mi  poss.  adj.  pi.  nom.  my,  8:13, 10a:3, 

10b:3 
mi  pers.  pron.  obi.  Picard  me,  1:20 
mie  n.f.  ne  ...  mie  not  at  all,  6:31, 

7:15;  nothing  at  all,  4:54 
moie,  moies  poss.  pron.  f.  sg.  and  pi. 

mine,  2:31,  4:22 
mont  n.m.  world,  4:10,  5:2,  7:8,  10a: 

17, 10b:13, 10b:25 
morelet    n.m.    dimin.    morel    black 

horse  (of  Moorish  origin),  11:25 
morir  V.  to  die,  4:19,  5:34,  7:13,  7:48, 

8:15;  to  kill,  4:22;  PI  1  muir,  1:18, 

3:44;  PP  mort,  4:22 
mort  n.f.  death,  3:48,  5:6 
mort  PP  morir 
moustier  n.m.  church,  9:21 
mout  see  mult 
mtier  v.  to  restrain  oneself,  to  stop 

oneself,  7:9 
muir  PI  1  morir 
mult,  mout  adv.  very,  6:43,  8:9, 11:30, 

11:36;   much,   1:6,   1:48;   a   lot,   a 

great  deal,  3:5,  4:1,  7:41 
musguet  n.m.  lily  of  the  valley,  1:15 
ne  conj.  nor,  5:34,  7:16,  10b:32;  and, 

1:40,  3:7,  3:47,  4:40,  7:14;  ne  ...  ne 

neither  ...  nor,  4:8,  5:24,  6:5-6,  7:3, 

11:14 
noier  v.  refl.  to  drown,  5:14 
noif  n.f  snow,  9:7 
noise  n.f  noise,  commotion,  9:26 
nonmer  v.  to  enumerate,  list,  10a :49 
nos  pers.  pron.  nom.  we,  10a:l,  11:19; 

ohl.  us,  1:47, 10:refr 
noter  v.  to  sing;  to  play,  1:30,  8:4 
nouvelet  adj.  m.  dimin.  new,  1:17 
nul,  nule,  nus  adj.  any,  2:20,  4:6, 

4:20,  5:33,  6:refr;  some,  4:28;  a  nul 

tens  ever,  7:37 
nul,  nule,  nus  indef.  pron.  no  one, 

2:22, 5:25, 7:12, 9:31;  anyone,  some- 
one, 8:28 


o  prep,  with,  9:refr 

(ocire)  v.  to  kill;  f  5  ocirrez,  1:21 

oi  Pret  1  avoir 

(oir)  V.  to  hear;  PI  3  ot,  6:43;  Pret  1  oi, 

8:3;  Pret  3  oi,  1:23;  IS  1  oisse,  2:12 
oissue   n.f.   gate,  entry;  edge,  out- 
skirts, 8:2 
one  adv.  one  ...  ne  never,  10a:42, 

10b:26 
oneor,  oneore  adv.  yet,  3:32;  still, 

4:27;  again,  6:31 
onme  n.m.  man,  1:39 
onques  adv.   never,  5:3,  etc.;  ever, 

2:12;  onques  mes  never,  4:13 
or  adv.  now,  3:38,  7:29 
or  n.m.  gold,  8:14 
orendroit  adv.  now,  from  now  on, 

1:37 
ot  PI  3  oir,  6:43 

ot  Pret  3  avoir,  1:16, 10a:25, 10b:19 
ou  rel.  pron.  in  whom,  3:21,  5:32 
outrage  n.m.  presumption,  2:14 
outre  prep,  beyond,  on  the  other  side 

of,  10a:12, 10b:10 
paine,  paines  n.f.  sorrow,  sadness, 

3:18,  4:26,  10a:20,  10b:16;  effort, 

7:33 
pais  n.m.  country,  land,  2:21,  4:34 
paor  n.f.  fear,  11:9 
par  prep,  de  par  on  behalf  of,  3:43, 

11:31;  par  pou  que  almost,  nearly, 

10a:19, 10b:15 
parage  n.m.  nobility,  rank,  2:15 
pardon    n.m.    religious    festival    at 

which  indulgences  were  granted, 

10a:12, 10b:10 
partie  n.f.  opposing  side,  11:22 
partir  v.  to  leave,  5:12;  to  part,  7:16; 

to  favor,  1:42;  Pret  3  parti,  1:42 
pas  n.m.  plus  que  le  pas  quickly, 

rapidly,  11:26 
(passer)  v.  to  decide,  settle;  PP  f. 

passee,  5:12 
pastore  n.f.  shepherdess,  6:3 
pastorele    n.f.    shepherdess,   1:2;   a 

pastourelle  (a  type  of  song),  1:31 
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pensee  n.f.  thought,  5:32,  9:2;  worry, 

care,  5:1 
(penser)  v.  to  think;  PI  1  pens,  4:40, 

6:25 
per  adj.  et  n.  equal,  peer,  4:46 
per  n.m.  companion,  10a:3, 10b:3 
(perdre)  v.  to  lose;  PI  1  pert,  2:25 
pes  n.f.  peace,  11:14 
petitet  n.m.  moment,  1:19 
pi^  n.m.  foot,  9:16 
pie^'a  adv.  for  a  long  time,  3:19 
pis  n.m.  anything  worse,  7:28 
plain,  plaine  adj.  full  (de,  of),  5:1, 

6:5,  7:25,  7:39,  9:32 
(plaire)  v.  to  please;  F  3  plera,  3:16; 

IS  3  pleiist,  4:50 
plera  f  3  plaire 
plesir  n.m.  venir  a  plesir  to  please, 

4:41 
pleiist  75  3  plaire 
(plevir)  V.  to  pledge,  promise;  PI  1 

plevis,  1:8 
plorer  v.  to  weep;  to  bemoan  one's 

fate,  4:4;  PP  plord,  4:3 
plus  adv.  plus  que  le  pas  quickly, 

rapidly,  11:26 
poi  see  pou 
(poindre)  v.  to  gallop;  PrP  poignant, 

11:31 
po'isse  IS  1  pooir 
po'ist  IS  3  pooir 
(pooir)  V.  to  be  able,  can;  PI  1  puis, 

4:9,  7:15,  etc.;  PI  2  pu^s,  7:29;  PI  3 

puet,  2:32,  4:6,  5:12,  7:12;  PI  6 

piient,  11:14;  PS  3  puisse,  2:24;  IS 

1  poisse,  4:30;  IS  3  poist,  7:28;  C  1 

porroie,  2:27;  C  3  porroit,  7:35 
per  see  pour 
(porpenser)    v.    refl.    to   reflect   on, 

think  about;  PI  1  porpens,  7:34 
porroie  C  1  pooir 
porroit  C  3  pooir 
porter  v.  refl.  to  behave,  2:13 
pou,  poi  n.m.  little,  3:17,  7:44,  11:36; 

par  pou  que  almost,  10a:19, 10b:15 
pour  prep,  in  spite  of,  2:15;  because 


of,  3:44;  in  the  name  of,  1:46,  3:24, 
4:51;  pour  voir  in  truth,  2:21;  pour 
ce  for  this  reason,  because  of  this, 
1:41,  4:16;  pour  ce  que  so  that,  in 
order  that,  10b:31 

pree  n.f.  field,  5:22 

preisse  n.f.  throng,  fray,  11:26 

(prendre)  v.  {with  dat.)  to  come,  to 
occur  to  someone,  2:1;  prendre 
sur  soi  to  take,  assume  responsi- 
bility for,  11:33;  PP  pris,  2:1, 11:33 

pris  n.m.  worth,  merit,  3:23,  5:refr, 
7:32 

pris  PI  1  prisier 

pris  PP  prendre 

(prisier)  v.  to  estime,  value;  to 
praise;  PI  1  pris,  5:refr 

piient  PI  6  pooir 

pucele  n.f.  girl,  maiden,  7:3 

pu^s  PI  2  pooir 

puet  PI  3  pooir 

puis  n.m.  well,  5:14 

puis  adv.  since  then,  after  that,  6:4, 
11:34;  then,  8:33;  puis  que  since, 
5:15-16 

puis  PI  1  pooir 

qant  see  quant 

qier  PI  1  querre 

quanque  pron.  all  that,  6:41 

quant  conj.  and  interrog.  when,  2:26, 
6:41,  7:1,  etc.;  quant  que  all  that, 
11:18 

que  conj.  because,  8:16,  11:10,  11:12; 
for,  3:36,  7:11;  since,  1:14;  so  that, 
in  such  a  way  that,  6:43,  7:2 

que  rel.  pron.  when,  4:30;  indef.  rel. 
pron.  what,  1:28 

(querre)  v.  to  wish,  desire;  PI  1  qier, 
1:28,  8:10 

qui  indef.  pron.  he  /  she  who,  5:4, 
6:6,  7:43;  if  anyone,  1:25 

qui  rel.  pron.  obi,  i.e.,  cui  whom, 
1:42,  3:19,  5:refr,  5:31,  6:22,  6:44 

(quiter)  v.  to  give  up,  yield;  let 
someone  have  something;  PI  1 
cuit,  1:50 
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quoi  indef.  pron.  ce  ne  quoi  anything 

at  all,  11:34 
rage  n.f.  madness,  insanity,  2:6 
regreter  v.  to  tell,  10a:50 
(remander)  v.  to  send  back;  PS  3 

remant,  2:36 
(renouveler)  v.  to  change;  PI  3  re- 

nouvele,  7:1 
renvoisie  adj.  f.  charming,  alluring, 

9:refr 
requerre  v.  to  request,  ask  for,  6:12; 

Pret  1  requis,  1:4;  Pret  3  requist, 

8:33;  PP  f.  requise,  3:28 
resort  n.m.  help,  4:20 
respas  n.m.  cure,  3:47 
resver  v.  to  roam,  wander  about  for 

pleasure,  10a:2, 10b:2 
retomer  v.  to  return,  4:40 
revenir  subst.  infin.  return,  8:33 
ribaut  n.m.  rogue,  scoundrel,  4:26 
richece  n.f.  wealth,  1:50 
rien,  riens  n.f.  creature,  person,  9:1; 

anyone,  1:54,  9:6;  thing,  3:22;  ne  ... 

riens  nothing,  4:1,  9:32;  anything, 

7:14;  riens  nee  anything,  anyone 

that  exists,  5:refr,  6:16 
ris  n.m.  geter  un  ris  to  laugh,  6:35 
sade,  sades  adj.  charming,  pleasing, 

1:11,  9:1;  dimin.f  sadete,  1:10, 9:11 
sai  PI  1  savoir 

sainz  adj.  m.  nom.  healthy,  sound,  1:7 
sanz  prep,  without,  2:14,  6:24,  9:37, 

etc. 
(sauver)  v.  se  Dex  me  saut  1  assure 

you;  PS  3  saut,  8:19 
savoir  v.  to  know,  2:18;  PI  1  sai,  2:7, 

5:23,  etc.;  PI  3  set,  2:13,  4:42;  f  3 

saura,  9:37;  IS  3  seiist,  11:28 
se  adv.  so,  9:32 
se,  s'  conj.  if,  2:7,  2:31,  2:35,  5:26, 

6:24,  7:17,  8:refr,  11:28 
seignorie  n.f.  noblilty,  rank,  7:11 
senblant  n.m.  ne  faire  senblant  de 

rien  to  feign  ignorance  or  indiffer- 
ence, 9:22 
(senbler)  v.  to  seem;  PI  3  senble. 


11:21 
senez  adj.  m.  nom.  sensible,  prudent, 

1:9 
sens  n.m.  good  sense,  intelligence, 

wisdom,  7:40;  estre  de  mal  sens 

foolish,  unreasonable,  3:35 
(seoir)  v.  refl.  to  be  seated;  Pret  3 

sist,  11:20 
seraine  n.f.  siren,  10a:44;  10b:28 
seson  n.f.  season,  7:1;  time,  3:9 
set  PI  3  savoir 
seul,  seus  adj.  alone,  8:1;  seul  a  seul 

in  private,  4:30 
seust  IS  3  savoir 
si  adv.  so,  thus,  2:29,  6:11,  9:16,  etc.; 

so,  5:refr,  6:5-6,  9:16-17,  etc. 
si  conj.  so,  therefore,  consequently, 

5:25,  9:36,  etc.;  yet,  nevertheless, 

11:36 
siens  poss.  pron.  m.  nom.  hers,  2:30 
simple   adj.    mild,   gentle;    modest, 

unassuming,  9:refr,  9:21 
sist  Pret  3  seoir 
soe  poss.  adj.  f  sg.  soe  merci  title  her 

Grace,  4:48 
soi  pers.  pron.,  tonic  himself,  1:17; 

herself,  11:33 
soie  PS  1  estre 
soies  /  2  estre 
soiez  /  5  estre 
solaz  n.m.  joy,  pleasure;  solace,  1:35, 

2:25, 10a:49 
sonet  n.m.  song,  1:18 
(sorprendre)  v.  to  charm,  captivate; 

PP  sorpris,  5:refr,  6:15 
sotie  n.f.  foolishness,  folly,  7:25 
soufrir,  sousfrir  v.  to  suffer,  bear, 

endure,  4:36, 11:10, 11:12 
souploier   v.    to   beseech,   implore, 

beg,  4:8 
suer  n.f.  nom.  sister,  term  of  address 

my  dear,  darling,  6:refr,  8:7 
sui  PI  1  estre 
sus  prep,  on,  11:20, 11:25 
talevas  n.m.  shield,  11:30 
tant  adv.  so  much,  3:48;  so  long,  4:36; 
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tant  conme  so  long  as,  1 :7 

tantost  adv.  immediately,  1:24 

tel  adj.  such  great,  7:11 

tenir  v.  refl.  to  restrain  oneself,  to 
stop  oneself,  7:5 

tens  n.m.  a  while,  time,  3:32;  weath- 
er, 7:2;  lone  tens  for  a  long  time, 
1:38,  2:17;  a  nul  tens  ever,  7:37 

tez  pron.  m.  such  a  one,  1:10 

(tolir)  V.  to  take  away;  /  5  tolez,  1:47 

tor  n.m.  estre  au  tor  de  to  be  in  a 
state,  frame  of  mind,  5:25;  au 
chief  du  tor  in  the  end,  4:27 

torment  n.m.  torment,  pain,  4:39 

tomoiement  n.m.  tournament,  11:13 

tost  adv.  quickly,  3:41,  9:36;  soon, 
6:26 

tour  n.f.  tower,  5:24 

tout,  touz,  tuit,  toute,  toutes  adj.  all, 
6:refr,  7:8,  10a:41,  etc,  the  whole, 
entire,  7:35;  touz  dis  always,  3:27, 
4:18;  mez  (a)  touz  dis  for  ever 
more,  7:29,  8:26;  touz  jorz  always, 
10a:20,  10b:16 

tout  adv.  all,  1:17,  8:1;  entirely,  com- 
pletely, 3:3,  4:20;  tout  maintenant 
immediately,  6:13 

tout,  etc.  pron.  all,  everything,  5:32, 
11:32 

(traire)  v.  to  suffer,  bear,  3:46;  refl.  to 
go,  move  towards,  6:11,  8:7;  PI  1 
trai,  3:46;  Pret  1  tres,  6:11,  8:7 

trenbler  v.  to  tremble,  2:5 

tres  Pret  1  traire 

tres  adv.  intensifier,  e.g.,  la  plus  tres 
bele,  the  most  beautiful,  2:11,  7:22 

trestot,  trestoutes  pron.  all,  9:2, 11:21 

trop  adv.  very,  1:14,  2:17 

trouver  v.  to  find,  1:2, 1:20,  6:3, 10b: 
33;  to  compose,  2:33,  5:41;  PI  1 
truis,  6:3;  Pret  1  trouvai,  1:2;  F  5 
trouverez,  1:20;  C  3  trouveroit, 
10b:33;  PP  f.  trouvee,  2:33,  5:41 

truis  PI  1  trouver 

tuit  see  tout 

uis  n.m.  door,  gate,  5:42 


umblement  adv.  humbly,  4:8 

usage  n.m.  habit,  custom,  2:3 

user  V.  user  sa  vie  to  spend  one's 
life  painfully,  4:23 

vaillant  adj.  brave,  11:21;  of  great 
worth,  merit,  2:34,  3:15;  worthy, 
10b:33 

vaille  PS  3  valoir 

valet  n.m.  dale,  small  valley,  1:12 

valoir  v.  to  be  of  equal  merit,  worth, 
9:31;  to  be  of  use,  4:1,  4:4,  4:7;  PI  3 
vaut,  4:4,  4:7;  PS  3  vaille,  9:31 

veist  IS  3  veoir 

vendra  f  3  venir 

venir  v.  to  come,  2:32,  6:22,  etc.;  to 
come  back,  return,  10a:l,  10b:l;  v. 
refl.  to  come,  8:21;  v.  impers.  to 
happen,  7:28;  bien  venir  to  suc- 
ceed, 7:45;  venir  a  plesir  to  please, 
4:41;  venir  melz  to  be  better,  pref- 
erable, 4:38;  PI  3  vient,  4:38;  II  3 
venoit,  4:41,  6:24;  //  4  veniom, 
10a:l;  venions,  10b:l;  Pret  3  vint, 
1:24;  F  3  vendra,  6:31;  /  4  venons, 
11:19;  /  5  venez,  8:21 

(veoir),  voer  v.  to  see,  6:12;  PI  1  voi, 
4:12,  4:15,  5:13,  7:13,  7:33;  Pret  1 
vi,  1:34,  6:4,  8:31,  10a:42,  10b:26; 
Pret  3  vit,  1:44;  F  3  verrai,  4:29;  PS 
3  voie,  9:22;  IS  3  veist,  1:25 

vermeillet  adj.  dimin.  rosy,  10a:26, 
10b:20 

verz  adj.  m.  green,  9:11,  10a:25,  10b: 
19 

vet  PI  3  aler 

vez;  vez  ci  here  is,  6:22,  8:20 

vi  Pret  1  veoir 

viellece  n.f.  old  age,  3:33 

vif,  vis  adj.  alive,  1:7, 1:20 

vilain  n.m.  a  man  of  lowly  birth,  8:13 

vilaine  adj.  f.  lowly,  base,  10:refr 

vis  adj.  see  vif,  1:7 

vis  n.m.  face,  3:42, 10a:26, 10b:20 

vit  Pret  3  veoir 

voer  see  veoir 

voi  PI  1  veoir 
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voie  n.f.  way,  1:46,  6:21 

voir  adj.  pour  voir  in  truth,  2:21 

vos  pers.  pron.  nom.  and  obi.  you,  1:8, 

6:refr,  6:14,  8:20,  etc. 
vostre  poss.  adj.  sg.  your,  5:refr,  6:15, 

8:20,  etc. 
(vouloir)  V.  to  want,  wish,  desire;  PI 

1  vueil,  3:22;  PI  3  veut,  9:refr;  PI  5 

voulez,   1:22;  Pret  3  vout,  8:31; 


Pret  6  voudrent,  1:29;  F  3  voudra, 
2:16;  C  1  voudroie,  2:19;  PS  3 
vueille,  8:28 

voudrent  Pret  6  vouloir 

voudroie  C  1  vouloir 

vout  Pret  3  vouloir 

voz  poss.  adj.  pi.  your,  4:21,  5:35 

vraiement  adv.  truly,  4:9 

vueil  PI  1  vouloir 

vueille  PS  3  vouloir 


The  Lyrics  of  Richard  de  Semilli  is  a  critical  edition  of  the  complete  poetic 
works  of  the  late  twelfth-century  trouv^re,  Richard  de  Semilli,  presented 
here  for  the  first  time  with  their  accompanying  melodies  in  a  modernized 
version  of  the  medieval  notation.  Though  he  is  best  known  for  his 
pastourelles  Richard's  corpus  also  includes  courtly  love  songs,  love  songs 
in  the  non-courtly  or  popularisant  register,  a  Toumoiement  de  Dames  (one  of 
the  rare  excunples  of  this  genre),  and  an  interesting  piece  that  fuses  the 
themes  of  the  pastourelle  with  the  chanson  de  malmariee.  This  thematic 
diversity  is  matched  by  a  variety  of  metrical  and  musical  structures. 

Johnson's  Introduction  discusses  Richard's  life  and  works,  the  manuscript 
tradition,  the  language  of  the  texts,  and  the  metrical  and  musical  structure 
of  the  songs.  The  volume  also  includes  complete  critical  apparatus — 
standard  reference  numbers,  previous  editions,  rejected  readings,  variants, 
and  notes — for  both  the  texts  and  their  melodies,  and  a  bibliography  and 
glossary,  making  it  a  comprehensive  yet  focused  study  of  this  innovative 
poet  and  of  the  medieval  lyric  as  a  complete  art-form. 

Susan  M.  Johnson  is  Assistant  Professor  of  French  at  Memphis  State 
University.  Her  other  publications  include  "The  Role  of  the  Refrain  in  the 
Pastourelles  a  refrain,"  in  Literary  and  Historical  Perspectives  of  the  Middle 
Ages:  Proceedings  of  the  1981  SEMA  Meeting  (1982),  and  "Christian  Allusion 
and  Divine  Justice  in  Yonec"  (forthcoming). 
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